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GLYNDEBOURNE &% = FESTIVAL OPERA 


MOZART 


IDOMENEO 


Idomeneo RICHARD LEWIS 
Idamante , LEOPOLD SIMONEAU 
as « « — SENA JURINAC 
Electra .. ‘ LUCILLE UDOVICK 
Arbace .... , JAMES MILLIGAN 
High Priest .... WILLIAM McALPINE 
Voice of Neptune HERVEY ALAN 


THE GLYNDEBOURNE 
FESTIVAL ORCHESTRA AND CHORUS 


(Chorus Master: Peter Gellhorn) 
conducted by JOHN PRITCHARD 
Producer: CARL EBERT 
ALP 1515—6-7 


The three records are supplied in a specially designed Presentation 
Yi, a le Box (at no extra charge) with illustrated cover and analytical notes. 
Sketch by Oliver Messel Records may be purchased separately. 
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BERLIN PHILHARMONIC ORCHESTRA 
a 
Wagner 


‘‘Tannhauser’—Overture and Venusberg Music; RUDOLF KEMPE 
“Der Fliegende Hollander’’—Overture; ae pencmyecncen 

‘“Gotterdammerung”’; Dawn and 8 COTES CER. 
Siegfried’s Rhine Journey. 
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MOURA LYMPANY 
with the Philharmonia 
Orchestra cond. Walter Susskind 
Concerto No. | in D Flat—and 
Concerto No. 3 in C—Prokofiev 


CLP 1126 





Moura Lympany 
Royal Festival Hall 
—October 6th. 
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SIR ADRIAN BOULT 


The London Philharmonic Orchestra 


Th 
Pomp and Circumstance Marches Nos. 1-5; Symp 
Overture ‘‘Froissart” ; 
Dream Children, Op. 43 Nos. | and 2 Symp’ 
—Elgar 
ALP 1379 Sinfor 
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Sir Adrian Boult 
conducting at the 
Royal Festival Hall 

—October 6th, 9th, 

12th and 22nd. 
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Lois Marshall 
Royal Festival Hall 
—October 3rd 
and 22nd. 


Myra Hess 
Royal Festival Hall 
—October 16th. 





MYRA HESS 


with the Philharmonia 
Orchestra cond. Rudolf Schwarz 


Concerto in A Minor—Schumann 
BLP 1039 





LOIS MARSHALL 


with the London Symphony Orchestra 
conducted by Anthony Bernard 
Organ: Hubert Dawkes. 
Airs from Famous Oratorios 
by Handel, Haydn and Mendelssohn 


CLP 1127 


long play records OF ARTISTS APPEARING 
THIS MONTH AT THE Ke A bes tov 





COLIN HORSLEY 


and Max Rostal 
Sonata in A major, Op. 162; 
Sonatinas No. 2 in A minor 


HARRY BLECH 


The London Mozart Players 
Symphony No. 28 in C major K.200 


and and No. 3 in G minor, Op. 137 
Symphony No. 32 in G major K.318, Nos. 2 and 3—Schubert 
—Mozart CLP 1113 
Sinfonia a gran orquesta—Arriaga 
CLP 1102 







Pe 


Photo: 
Derek Allen 


Harry Blech 
Royal Festival Hall 
—October 3rd 
and 3lst. 


MO!ISEIWITSCH 
with the Philharmonia Orchestra 
cond. Hugo Rignold 





& Colin Horsle 
Concerto No. 2 in C minor—Rachmaninov aad Festival Hall 


Also piano solos: Moment Musical in E minor —October 5th 
Prelude in G major—Rachmaninov and 22nd. 


Moise: witsch Royal Festival Hall—Octobe: 13th. CLP 1094 
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SCHUBERT. Sonata in A major, Op. 


162 (D.574). Sonatina No. 1 in 
D major, Op. 137, No. 1 (D.384). 
Fourth movement from Sonatina 
in G minor, Op. 137, No. 3. Arthur 
Grumiaux (violin), Riccardo 
Castagnone (piano). Philips SBR6230 
(10 in., 25s. 44d.). 


Op. 162 : 
Martzy, Antonietti 
Rostal, Horsley 
Op. 137, No.1: 


(11/56) 33CX1399 
(5/57) CLP1113 


Martzy, Antonietti (11/56) 383CX1359 
Rostal, Horsley (5/57) CLP1112 
It’s an awkward business when a par- 
ticular recording acquires the reputation of 
being “definitive”. It makes for lazy 
criticism and unfairness towards other 
interpretations. Nevertheless I feel that 
Johanna Martzy’s version of the Schubert 
violin sonata and sonatinas is still quite 
undeniably the best, and for that matter not 
likely to be surpassed. Not, certainly, by 
this one, although it has the advantage of 
being much cheaper. In these works it is 
most important that the two instruments 
should take part on equal terms, and 
Grumiaux and his pianist don’t give the 
impression that they are willing to do that— 
or even able, perhaps, since the pianist 
doesn’t show the same degree of technical 
assurance as Grumiaux; he has a par- 
ticularly irritating tendency to over-pedal. 
Grumiaux himself doesn’t seem to me to 
strike the necessary note of domestic charm, 
although he contributes some lovely 
moments—such as the third movement of 
the D major sonatina. Altogether this is 
rather a reach-me-down performance of 
music which, though modest, deserves more 
than that. J.N 


DI VITO AND MENUHIN. Trio Sonata 
in G minor, Op. 2, No. 8 (Handel) (a). 
Trio Sonata in F major, “ Golden 
Sonata” (Purcell) (b). Duo in D 
major, Op. 67, No. 2—Larghetto and 
Rondo only (Spohr) (c). Duo in G 
minor, Op. 67, No. 3—Allegro only 
(Spohr) (d). Duo in G major (Viotti) 
(e). Gioconda di Vito (violin). 
Yehudi Menuhin (violin) with 
Raymond Leppard (harpsichord), 
John Shinebourne (’cello) in (a) ard 
(b). H.M.V.ALP1462 (12 in.,41s.84d.). 


When two great artists such as Gioconda 
de Vito and Yehudi Menuhin play duets, 
the result is bound to be enlightening. Will 
these strongly individual personalities refuse 
to blend, or will they give and take, as all 
good duettists should ? This disc gives us 
the best of both possibilities, for the 
personalities of the two remain distinct 
enough to enable the careful listener to 
make out who is playing, yet the timbre of 
both instruments together presents a homo- 
geneous and delightful blend. 

Their style, in the sonatas by Purcell and 
Handel, is fair only. A less literal inter- 
pretation of the notes would have made for 
amore lively result. But there is some noble 
and dignified playing as well as a welcome 
display of the lighter touch (in the finale of 
the Purcell sonata, for instance) so that 
admirers of de Vito and Menuhin will 
surely rejoice to hear them in something 
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unusual. There is one serious fault on this 
side of the disc, however, for John Shine- 
bourne’s artistic ’cello-playing can be heard 
in the same perspective as the violins, 
whereas the harpsichord is way off in the 
distance. Only when Mr. Leppard plays 
brief passages on his own, or else climbs 
towards the summit of the keyboard, do we 
have a chance to hear some of the interesting 
things he is doing. I very much hope that 
H.M.V.’s sound engineers will not make 
this kind of mistake again. 

The reverse side is devoted to duos pure 
and simple ; the kind of thing that violinists 
still like to amuse themselves with, at home 
and not in the concert hall. Music by Viotti 
and Spohr is still, of course, used extensively 
for teaching purposes, and it may well be 
asked whether we shall not have, at some 
time in the future, wagonloads of Pleyel, 
Papini, and Kalliwoda now that we have a 
handsome selection from Viotti and Spohr. 
Both were fine violinists and adequate 
composers, and oddly enough Spohr once 
asked to study with Viotti, who was then 
in London, and answered to the effect that 
he accepted no pupils because he had 
become a merchant, having discovered that 
the English preferred wine to music. But 
Viotti, in his prime, drew a bow like silk 
though powered by a Herculean arm (to 
paraphrase Baillot). His gracious playing 
is in some ways reflected in his music. 
Spohr’s duo, on the other hand, has more 
sound and fury, for when each violinist 
plays double-stops the result is four-part 
harmony, though of a peculiar and unusual 
sonority. Recommended for fiddlers. 

D.S. 


LES LULLISTES. Le Temple de la Paix 
(J. B. Lully) : Ouverture ; Troupe des 
nymphes, des bergers et bergéres ; 
Menuet ; Entrée des bergers et ber- 
géres ; Rondeau ; Entrée des Basques ; 
Menuets I and II; Passepieds I and 
Il. Le Journal de Printemps 
(J. @. F. Fischer) : Ouverture ; 
Plainte ; Gigue; Bourrée; Menuet. 
Nobles Jeunesses—Florilegia I, 
Suite No. 1 (Georg Muffat): Ouver- 
ture ; Entrée d’Espagnoles ; Air pour 
des Hollandois; Gigue pour des 
Anglais ; Gavotte pour des Italiens ; 
Menuet pour des Francois. 
L’Ensemble Orchestral de 
L’Oiseau Lyre conducted by Louis 
Froment. London L’Oiseau Lyre 
OL50136 (12 in., 39s. 11$d.). 


Lovers of Lully and the grand siécle have 
hitherto been obliged to rely on somewhat 
mottled versions of his orchestral music, 
though the presence of two large-scale 
choral works in our catalogues make it 
easier for the connoisseur to assess Lully’s 
true worth as a marshal of large forces. 
In his own day, he was notorious as a 
ruthless orchestral trainer, besides being a 
fantastic character as far as profligacy, 
rapacity, intrigue and insinuation were 
concerned. People who despair of the 
twentieth century might do well to comfort 
themselves by the thought that there is 
nobody nowadays quite like Lully in the 
musical world. Some time ago, a French- 
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man wrote a book about Lully, with the 
sub-title ‘‘ business man, landlord, and 
musician”. The fact that music is 
mentioned last of all need not however 
be taken as a denigration of Lully’s powers. 
He was a very able performer and composer, 
and other musicians flocked from all 
quarters of Europe to play under him and 
study with him. . 

With this basis of historical fact, it is only 
just that a work by Lully should take its 
rightful place among the many discs of 
orchestral music now in circulation. 
Charles Cudworth, whose informative 
sleeve notes are a model of their kind, 
has chosen a late ballet, Le Temple de la Paix, 
which was first performed at Fontainebleau 
in the autumn of 1685, just two years 
before Lully’s death. In the previous year 
France had signed a twenty-year truce 
with the Empire at Regensburg, and Lully 
(helped by Racine) had obediently con- 
cocted an Idylle sur la Paix which was 
performed before the King at Sceaux. 
Peace nevertheless remained the main 
topic of political conversation at court, 


“and Lully, with his favourite librettist and 


collaborator, Quinault, once more obliged 
in 1685. This ballet music has certain 
links with similar musical genres of today, 


and it can be warmly recommended to 


ballet enthusiasts who wish to broaden 
their historical perspective. There are 
many charming tunes, a little formal, 
perhaps, but none the less intriguing for 
their frequently unusual phrase-lengths ; 
and there is much to be enjoyed in the 
predominantly simple yet effective instru- 
mentation, which has a peculiar richness 
through being conceived as five-part, 
instead of the more common four-part 
texture. This French love of richness in 
part-writing, derived in all probability 
from the five-part norm of the Italian 
madrigal, had certain disadvantages, the 
foremost being the amount of time taken 
to compose an opera or ballet in which the 
main orchestral numbers would be in 
five real parts. Lully had at least two 
secretaries who filled in the three middle 
parts between the outline of melody and 
bass which he wrote out for them, and 
although some have felt this to be 
unscrupulous, it is certainly no more 
reprehensible a practice than those found 
in the entertainment world today, when 
one composer picks out a tune on the 
ivories, another harmonises it, and a third 
orchestrates it. Ghosting is no new 
invention. | 

In contrast with these frequent passages 
of rich sonority there are delightful inter- 
ludes for woodwind trio which can be 
heard in several of the movements in this 
suite. The total effect is one of nobility 
allied with graceful detail—a musical 
counterpart, in effect, to the splendid 
interiors of Versailles by Lebrun, or the 
magnificent scenery with which Bérain 
graced the operas and ballets of Lully. 
Louis de Froment gives a spirited perform- 
ance, correct in nearly every detail of 
performance practice, though at times a 
little too fast (the vif section of the Overture, 
for example). 


D 
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Lully’s students and imitators were 
legion, and some few were successful, 
notably Ferdinand Fischer and Georg 
Muffat, who for all their German back- 
ground behaved and wrote like dyed-in- 
the-wool Frenchmen. Fischer’s second 
suite from Le Journal de Printemps is a real 
little masterpiece, all the more amazing for 
being the composer’s very first published 
work. In some ways Fischer’s harmony is 
more attractive than his master’s, looking 
forward as it does to an era whose new 
experiments in modulation set the stage for 
the development of symphonic form. 
Fischer’s outlook, if not entirely symphonic, 
is certainly at several removes from the 
formal and functional dances of the French 
court. 

Muffat’s suite, too, is interesting in that 
it shows how a skilled composer could take 
over Lully’s virtues and leave aside some of 
his faults. Muffat had no secretaries, and 
his inner parts have more to say than 
Lully’s, because they had to be carefully 
worked out by the composer himself. 
Nobles Feunesses is however typically French 
in that it exploits the realm of the exotic: 
dances for Spaniards, Dutch, English, 
Italians, and French were part and parcel 
of every really lively court ballet, as Paquot 
has pointed out in his book Les Etrangers 
dans les Divertissements de la Cour. Once 
again the performance here is well matched 
by the excellence of the recording. D.S. 


INSTRUMENTAL 
BACH. Toccata and Fugue in D minor, 


BWV565. Fantasia in G minor, 
BWV542. Fantasia in C minor, 
BWV562. Chorale Preludes : 


Wachet auf (Schiibler, No. 1, BWV 
645) ; In dir ist Freude (Orgelbiichlein, 


No. 17, BWV615). Prelude in E 
minor, BWV533. Prelude in C 
minor, BWV546. Prelude in A 


minor, BWV543. Edouard Com- 
mette (organ). Columbia 33CX1478 
(12 in., 41s. 84d.). Recorded at the 
Cathedral of St. Jean, Lyon. 


Edouard Commette gives a full-blooded 
and virtuoso performance of the Toccata 
and Fugue in D minor, sensationally—no 
less—recorded, and one that will provide 
an antidote to those who have had too much 
of baroquerie (this word is not in the diction- 
ary). The St. Jean organ has very fine pedal 
reeds and M. Commette makes full use of 
them. He has to cope with an echo of about 
four seconds and judges it well, but it must 
be confessed that in the G minor Fantasia 
(played without its Fugue) one begins to 
weary of heavy pedal reeds and it is a relief 
when the mellow diapasons are used (on 
manuals and pedals) for the wonderful 
ascending chromatic passage with descend- 
ing pedal bass: the player achieves a fine 
crescendo here. The top part is lost in a 
roar of tone at the end. M. Commette plays 
the C minor Fantasia on the diapasons 
alone and apparently has some difficulty 
here and there with sticky notes. 

In Wachet auf a fine solo trumpet is used 
for the chorale melody. Of the three 
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Preludes (E minor, C minor, A minor), all 
of which are shorn of their Fugues, I enjoyed 
only the A minor, quietly played on 
foundation stops, for the “little ” E minor 
sounded far too loud and the opening of 
the C minor was so confused as to be at 
first unrecognisable. 

The choice of material is odd and acoustics 
harm the clarity of some of the pieces but 
these disadvantages may be overlooked by 
those who want to hear this distinguished 
French organist and his instrument. - 


BRAHMS. Six Pieces, Op. 118: No. 1, 
Intermezzo in A minor ; No. 2, Inter- 
mezzo in A major ; No. 3, Ballade i in 
G minor; No. 4, Intermezzo in F 
minor; No. 5, Romanze i in F major ; : 
No. 6, Intermezzo in E flat minor. 
Capriccio in B minor, Op. 76, No. 2. 
Intermezzo in E flat major, Op. 117. 
Rhapsody in B minor, Op. 79, No. 1. 
Intermezzi : No. 6 in E major, Op. 
116; No. 2 in E minor, Op. 119; 
No. 3 in C major, Op. 119. Wilhelm 
Backhaus (piano). Decca LXT5308 
(12 in., 39s. 114d.). 

Collectors who remember, or possibly 
still possess, the famous Backhaus album 
which H.M.V. called ‘“ Representative 
Piano Works of Brahms ”’ will be interested 
in another Backhaus recital on these lines. 
Some of the pieces duplicate those formerly 
available on 78s, while others are new to the 
catalogue. This great pianist’s feeling for 
Brahmsian breadth, which has been part 
and parcel of his equipment ever since his 
student days at Leipzig and Frankfurt, does 
not unfortunately come over as it should. 
Indeed, when I first played over the A minor 
Intermezzo (first band of side 1) the piano 
tone sounded so tinny and unattractive that 
I wondered whether this performance was a 
copy of something issued earlier. Compared 
with other LPs of Brahms’s piano music, 
this Decca disc is hopelessly distorted, 
though the reason is not clear. As the disc 
progresses, things improve a little, but not 
greatly. This is a fine recital spoilt by poor 
recording. DS. 


BUXTEHUDE. Prelude and Fugue in 
A minor. Canzon in C major. 
Toccata in F major. Canzon 
(Fugue) in G major. Passacaglia 
in D minor. Prelude and Fugue in 
D minor. Ciacona in E major. 
Fugue in G major. Canzonetta in 
E minor. Prelude and Fugue in 
G minor. Finn Videré (organ). 
H.M.V. ALPC4 (12in., 41s. 84d.). 
Recorded on the organ of the monastery 
church at Soré, Denmark. Available 
to Special Order only. 


The purpose of this record, it is stated 
on the cover, is to commemorate the two 
hundredth anniversary of the death of 
Buxtehude, the greatest organ composer of 
his time, who profoundly influenced Bach. 
If only all commemorative records were like 
this—I am thinking, rather wryly, of the 
spate of indifferent Mozart discs last year— 
then anniversary celebrations would have 
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some real significance instead of being. as 
they often appear to be, merely a con- 
venient excuse for performers and music 
executives. For here is a representative 
selection of the Danish master’s works, 
ranging from the great D minor Passacaglia 
and the dazzling D minor Prelude and 
Fugue to Canzonas for manuals only, played 
by an artist of the front rank (who is also an 
expert on the composer) on a splendid 
instrument of the right tonal type, and 
recorded with outstanding fidelity: from 
every point of view this is a magnificent disc. 
To round off the job properly, the cover has 
an excellent photograph of Buxtehude’s own 
organ in Elsinore, and Mr. Videré, besides 
giving particulars of the editions he has 
used and the specification of the Sord 
monastery organ, thoughtfully provides 
details of all his registrations, with bar refer- 
ences—a valuable aid to organ enthusiasts 
and to students who wish to learn something 
of authentic Buxtehude style. A few more 
records like this issued a bit earlier (and 
even now, I see with regret, this is only on 
special order), and we might have avoided 
some of the more arrant twaddle about 
baroque organs talked by our more hide- 
bound musicians and organ-fanciers. But, 
most important, this makes deeply satisfying 
listening. Congratulations to all concerned. 
LS. 


MENDELSSOHN. 17 Songs Without 
Words. Walter Gieseking (piano). 
Columbia 33CX1479 (12 in., 41s. 84d.). 


No. 4 ie & mages, Oe 19, No.1: No. oO 
Op. 19, No. 6: -12in F a —, = = 
No. 6: No. 16 in A major os 0. 4: 18 
in A flat —,. Op. 38, No. 6: No. 30. in E flat 
major, Op. 53, No. 2: No. 21 in G minor, - > 
No. 3: No. 2 Sa, Op. 53, No. 4: No. 
in G major, Op. 62, No. 1: No. ‘29 in A a, 
Op. 62, No. 5: No. '80 in A major, Op. 62, N 

No. 33 in B flat = % Op. 67, No. 3: No. 34 ‘a 
C major, Op. 67, 4: No. 40 in D major, 
Op. 85, No. 4: No. 42 in B flat major, Op. 85 
No. 6: No. 45 in C major, Op. 102, No. 3: No. 47 
in A major, Op. 102, No. 5. 

I am still at odds with Harold Schonberg 
about Gieseking’s Mendelssohn disc (August 
issue, p. 91) in which I do not find the 
* hesitancies and actual fumblings”’ that 
he mentions. Perhaps I expressed myself 
badly about the passages the artist found 
“ tricky ’”. Gieseking was familiar with all 
the pieces, those he played and those he 
did not, and was certainly not sight-reading 
them, but he had not perhaps played them 
for some time: his views on practice are 
well known. I can say that he spent some 
time rehearsing the “ tricky ”’ bits and was 
satisfied with the results. 

Did Mr. Schonberg listen with the music 
before him, did he take note of Mendel- 
ssohn’s pedal directions ? Op. 85, No. 5 
in B flat is, in the accompaniment, marked | 
sempre staccato throughout so that the sus- 
taining pedal cannot be used and yet the 
melody at the top must be made to sound 
sempre cantabile. One has only to try to do 
this to realise how wonderfully Gieseking 
plays the piece according to the composer’s 
directions. This, for me, was the highlight 
of his performance. 

What appear to be “ hesitations”’ are 
merely the result of the player’s approach 
to the music. He uses a slower tempo than 
is customary in several of them, the E major 
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PHILIPS 


CLASSICAL 


RELEASES 


BRAT Bw Y 

Horn Trio in E Flat Major, Op. 40 
Mieczyslaw Horszowski, piano 
Alexander Schneider, violin 
Mason Jones, horn 


SCHUMANN 

Piano Quartet in E Flat Major, Op. 47 
The New York Quartet 

ABL 3121 


MOZART 


Violin Sonata No. 32 in B Flat Major, K. 464 


Violin Sonata No. 34 in A Major, K. 526 
Arthur Grumiaux, violin 

Clara Haskil, piano 

ABL 3144 


MOUSSORGSKY 
**Sorochintsy Fair’ 

Soloists, Chorus and 

Orchestra of The Slovenian National 
Opera (Ljubljana) 

conducted by Samo Hubad 

ABL 3148/9 


MOZART 
Symphony No. 39 in E Flat, K. 543 
Symphony No. 40 in G Minor, K. 550 
The Concertgebouw Orchestra (Amsterdam) 
conductor by Karl B6hm 
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BACH 

Organ Music, Vol. 3 

Toccata, Adagio & Fugue in C 
Fugue in A Minor - 

Fantasia and Fugue in G Minor 
Albert ee, ‘gan 

ABL 319 
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TCHAIKOVSKY 

Swan Lake—Ballet, Op. 20a 

Andre Kostelanetz and his Orchestra 
SBL 5212 


DE FALLA 

Nights in the Gardens of Spain 
Eduardo del Pueyo, piano 

The Lamoureux Orchestra (Paris) 
conducted by Jean Martinon 

El Amor Brujo (Love, the Magician) 
Corinne Vozza, contralto 

The Lamoureux Orchestra (Paris) 
conducted by Jean Martinon 

SBL 5213 


Hebridean Songs, Vol. 2 


*Westering Home 
*Berlinn of the White Shoulders 
fri Moon 


Till | Retura 
Skye Fisher’s Song 
Father Sydney MacEwan 


*Philips Green and his Orchestra 
+Maria Korchinska, harp 


NBE 11057 


KREISLER Favourites 

Caprice Viennois 

Stars in my Eyes 

Tambourin Chinois 

The Old Refrain 

—— Kostelanetz and his Orchestra 


J. STRAUSS 

Overture : ‘‘The Queen’s Lace 
Handkerchief” 

Tik-Tak Polka, Up. 365 

Thunder and Lightning Polka, Op. 324 
Explosions Polka, Op. 43 

The Philadelphia Orchestra 
conducted by Eugene Ormandy 

NBE 11060 


MASCAGNI 
Intermezzo from ‘‘Cavalleria Rusticana’ 


PUCCINI 
intermezzo from “‘Manon Lescaut” 


WOLF-FERRARI 

Intermezzi from ‘‘The Jewels of the 
Madonna” 

The Robin Hood Dell Orchestra of 
Philadephia 

cannuune by Dimitri Mitropoulos 
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Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 
Philips are world-renowned makers of Radiograms, Record Players and Record Playing Equipment 


tncorporating the world-famous ‘Featherweight’ Pick-up. 
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ee Soloists, Chorus and 

| Orchestra of the 

Slovenian National Opera 
Ce elit-tar-)) 

conducted by Bogo Leskovich 


ABL 3150 51 


AVAILABLE IN SPECIAL 
PRESENTATION BOX 





ee 





Salim ac-core) del late mat-t-m ol-1-1ame-hy rel ael-te 
the Grand Prix Du Disque, 1957 








“| PHILIPS (G 


S&S 


ty 











LONG-PLAYING RECORDS 


Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2, 
Philips are world-renowned makers of Radiograms, Record Players and Record Playing Equipment 
incorporating the world-famous ‘Featherweight’ Pick-up. 








October, 1957 


CHAMBER MUSIC 


BRAHMS 

Horn Trio in E Flat Major, Op. 40 
SCHUMANN 

Piano Quartet in E Flat Major, Op. 47 
Mieczyslaw Horszowski, piano 
Alexander Schneider, violin 

Mason Jones, horn 

Milton Katims, viola 

Frank Miller, ‘cello 

ABL 3121 
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MOZART 

WW ATo}itametelar-i¢- lah (opmney 

in B Flat Major, K. 454 
Violin Sonata No. 34 

in A Maior, K. 526 

NV adaleranciaeianit-le) em are)iie 
Clara Haskil, piano 
ABL 3144 

Jubilee Edition 


Arthur Grumiaux Ae violin 


_ Clara Haskil piano 
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REMINDER! A MAGNIFICENT RECORD 


SCHUBERT 





Trio in B Flat, Op. 99 
Casals—Istomin—Schneider* 


ABR 4059 
*Issued previously 
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TWO NEW ISSUES 
IN THE SBL SERIES 


TCHAIKOVSKY 


Swan Lake—Ballet, Op. 20a 
ANDRE KOSTELANETZ 
AND HIS ORCHESTRA 


SBL 5212 


O} a 

Nights in the Gardens of Spain 
Eduardo del Pueye, piano 

THE LAMOUREUX ORCHESTRA (Paris) 
conducted by Jean Martinon 

El Amor Brujo (Love, the Magician) 
(Orel dielal-me Aeya4-Pmelelaneg-lice 

THE LAMOUREUX ORCHESTRA (Paris) 
conducted by Jean Martinon 

Sel 5213 
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EXCITING NEW EPS 


Father SYDNEY MacEWAN 
Hebridean Songs, Vol. 2 
Westering Home 

Berlinn of the White Shoulders 
Roirctare mm iterore 

Till | Return 

Skye Fisher's Song 


PHILIP GREEN & HIS ORCHESTRA 
Maria Korchinska, harp 
NBE 11057 


KREISLER 
Favourites 

Caprice Viennois 
Stars in my Eyes 
Ni- teal ovelei diam @uatialeli- 
The Old Refrain 


ANORE KOSTELANETZ 
AND HIS ORCHESTRA 
NBE 11058 


J. STRAUSS 

Overture : The Queen's 

Lace Handkerchief 

Tik-Tak Polka, Op. 365 
Ieartratet-vactaren @lelaienlinven oxe).t-0a@) ocr 
Explosions Polka, Op. 43 

THE PHILADELPHIA ORCHESTRA 
conducted by Eugene Ormandy 
NBE 11060 


MASCAGNI 
Hac-lanalsyaaemigelan 
‘‘Cavelleria Rusticana”’ 
PUCCINI 

Intermezzo from 
‘‘Manon Lescaut”’ 
WOLF-FERRARI 
Intermezzi trom 


‘The Jewels of the Madonna’’ 

THE ROBIN HOOD DELL ORCHESTRA 
OF PHILADELPHIA 

conducted by Dimitri Mitropoulos 


NBE 11061 
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ATHLE SYDNEY Mat WAN 





ALBERT 
SCHWEITZER 


BACH 

Organ Music, Vol. 3 

i Rexorer-)¢-tar-ler-le pre 

lave miele 0l-miam On 
B.W.V. 564 

Fugue in A Minor, 
B.W.V. 543 

‘The Great’ Fantasia 
tale maerenel-mlamCm\ Italo) a 
B.W.V. 542 

ABL 3196 
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Sir John Barbirolli, the world famous Conductor of the Hallé 
Orchestra has said of these instruments: “... And to think that I can 
remember the old phonograph cylinder and that we have now arrived at the incredible 
perfection of the Black Box—surely the finest thing of its kind ever produced.” 


The Black Box range of record reproducers offers a choice of 
models to suit everyone. The original De-Luxe Black Box 
is magnificently presented in an elegant hand-painted. 
Chinese Lacquer finish, while the Traditional Black Box, 
finished in a rich natural mahogany, has the same pleasing 
lines and its own air of distinction. The latest addition to 
the range—the Super Black Box—features the amazing new 
‘Infinite Throat’ Electrostatic Loudspeaker and is available 
in ‘Contemporary’ or ‘Traditional’ finishes. All models play 
four speeds of records and can be operated automatically 
or by hand. 

If you would like to hear one of these superb instruments 
for yourself, visit your Pye Dealer. 
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(Op. 19, No. 1) and the equally well-known 
“ Duetto ” in A flat major (Op. 38, No. 6) ; 
and he really makes the pieces songs without 
words. I find here a marvellous subordin- 
ation of accompaniment to melody, in- 
numerable shades of tone, a delicacy and 
tenderness that is most moving. 

The celebrated “Spring Song” and 
Bees Wedding (or “Spinning Song” /), 
Op. 62, No. 6 and Op. 67, No. 4, are played 
with a freshness and poetry altogether 
admirable, and the same is true of the three 
Venetian Boat Songs (Op. 19, No. 6; Op. 
30, No. 6; Op. 62, No. 5) which are most 
evocatively done. In fact 1 enjoyed every- 
thing on this record, in which the piano 
tone is admirable throughout, and it shed 
new light on music that is all too easily 
dismissed as of little worth. I hope Mr. 
Schonberg will be able to revise his opinion 
of the performances, even if he does not 
find equal perfection everywhere. A.R. 


DEBUSSY. Deux Arabesques. Pre- 
ludes, Book 1: La fille aux cheveux 
de lin; La _ cathédrale engloutie. 
Preludes, Book 2: Les fées sont 
d’exquises danseuses ; General Lavine 
—Eccentric; La Puerta del Vino. 
Images, Set 2: Poissons d’or. La 
plus que lente. Estampes : Pagodes; 
La soirée dans Grenade ; Jardins sous 
la pluie. Hans Henkemans (piano). 
Phillips SBL5200 (12 in., 33s. 84d.). 

In the April, 1955, number of THE 
GRAMOPHONE R.F. spoke of Hans Henke- 
mans’ playing of Debussy as “ electrifyingly 
good”. I am not sure I would go so far as 
that, but certainly it is very good and 
artistic. The present disc includes the 
material there reviewed, the two Arabesques, 

La fille au cheveux de lin, La plus que lente 

(which one could dispense with), La puerta 

del vino and Poissons d’or, and adds the items 

mentioned above. There is much to com- 
mend here, but I found Poissons d’or too 
robustly played—goldfish dart about less 
robustly than this—and the triplet semi- 
quavers in La fille au cheveux de lin need, as 

Cortot has said, to be treated lightly. The 

pianist is admirable in General Lavine, La 

cathédral engloutie, La puerta del vino and the 
three pieces of Estampes, particularly Jardins 
sous le pluie, but in Les fées sont d’exquises 
danseuses 1 can detect no difference between 
his and pd or even p and mf. Debussy 
wanted very subtle shades of tone here 
but perhaps they cannot be adequately 
realised in a recording. 

The recorded piano tone is very good up 

to mf, but a bit shallow in forte. A.R. 


SCHUBERT. Sonata No. 21 in B flat 
major, Op. posth. (D.960). Adrian 
Aeschbacher (piano). D.G.G. 


DGM18139 (12 in., 41s. 9d.). 


Wuehrer (3/54) PL8210 
Haskil (2/55) ABL3029 
Horowitz (4/57) ALP1430 


Kempff’s performance is gone ; but now 
that H.M.V. have embarked in earnest on 
their “‘ Great Recordings of the Century ”, 
Schnabel’s memorable account will no 
doubt be returning. Meanwhile three of 
om se listed above, Aeschbacher’s, Wiihrer’s 

' Haskil’s (Horowitz’s does not call for 
euae consideration) are deeply enjoyable. 
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In many ways I like the new D.G.G. best 
of all. Aeschbacher is lyrical and serene in 
the opening movement. He seems to be 
playing from greater strength than Clara 
Haskil, who brings a shade of vehemence, 
now and again, to her more impetuous 
reading. Aeschbacher always sings, and 
breathes in long phrases. In the Andante 
sostenuto he achieves the climax by produc- 
ing an ever deeper and warmer glow— 
where Wiihrer tends perhaps towards 
violence, even a touch of temper. The 
Scherzo goes at an easy, unflustered pace, 
and with an elegance that makes it seem 
nimbler than a less tidy performance at a 
faster tempo. The Finale, Allegro ma non 
troppo, is also taken at a nice easy, natural 
speed, lively but unhurried; and the 
playing of the melodies is pellucid. One 
feature in this movement may be thought 
questionable: a slight increase of pace at 
a sotta voce episode. Personally I find this 
quite acceptable. There is a great deal of 
variety in the performance. Loving care 
and much thought has obviously gone into 
the making of it ; it contains a perfect blend 
of spontaneity in the phrasing and well- 
proportioned shaping of movements. The 
recorded piano tone is very clear, though 
also full and warm, without the bright 
shallowness that the first epithet sometimes 
implies. 

In fact the only drawback is one of price. 
Here the Sonata is spread over two whole 
sides ; whereas Vox found room too for the 
A minor Sonata, D.784 ; and Philips for a 
lovely performance of the first eight of 
Schumann’s Bunte Blatter. A.P. 


SCHUMANN. Fantasiestiicke, Op. 12: 
Des Abends ; Aufschwung ; Warum ? ; 
In der Nacht ; Traumes Wirren ; Ende 
vom Lied. March No. 2 in G minor, 
Op. 76. Waldszenen, Op. 82. 
Sviatoslav Richter (piano). D.G.G. 
DGM18355 (12 in., 41s. 84d.). 

This is a record which demands, to use a 
horrible but expressive term, a “ rave 
notice ”’ I have never heard such 
exquisitely poetical playing of Schumann 
as Sviatoslav Richter gives us in his per- 
formance of these pieces. His touch is 
magical, his part playing superb, and he 
creates the atmosphere of each piece in an 
unforgettable way. His playing of Des 
Abends and Warum? is something I have 
dreamt of but never heard realised as it 
is here. The very spirit of a serene evening 
dwells in the first of these two pieces, and 
the tender questioning of lovers in the other. 
In der Nacht is a true and passionate 
nocturne and the feathery finger work in 
Traumes Wirren (Dream Visions) is breath- 
taking. The way Richter plays the poco meno 
mosso sections of Aufschwung (Soaring) made 
me long to hear him in Chopin. In this 
and the final piece and in the revolutionary 
March and Jager auf der Lager (Huntsman 
in ambush)—this last being the second 
number of Forest Scenes—we get a glimpse of 
the power at his command. 

With the exception of Verrugene Stelle (The 
Evil Spot) and the well known Vogel als 
Prophet (The Prophet Bird), both beautifully 
played, we do not often hear the Forest 
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Sviatoslav Richter. 


Scenes, but Richter makes all of them 
interesting and worth while. 

No words can describe the exceptional 
beauty of his touch, but it has evidently 
been finely captured in a recording of 
exceptional excellence. This magnificent 
Russian pianist, awarded his country’s 
highest artistic prize in 1955, was born, in 
1915, at Zitomir in the Ukraine, and 
achieved sensational success when he began 
his concert career in 1942. Perhaps his 
glorious singing touch owes something to 
his passionate love of opera. His repertoire 
is said to include “‘ all the important piano 
music from Bach onwards’, and _ his 
memory to be phenomenal. So far he has 
resisted all offers to tour outside the 
U.S.S.R., though the present recording, his 
first for D. G.G., was made in Prague. It has 
had a wildly enthusiastic reception in 
America and I prophecy that it will do so 
here among lovers of pianism of the highest 
order of artistry in every respect. A.R. 


ELMAN RECITAL. Passacaglia (Sam- 
martini, arr. Nachez); Chaconne 
(Vitali, arr. Charlier) ; Sonata No. 4 
in D major, Op. 1, No. 13 (Handel) ; 
Suite No. 3 in D major (Bach)—Air 
on the G string. Mischa Elman 
(violin), Joseph Seiger (piano). 
Decca LXT5303 (12 in., 39s. 114d.). 

Elman playing encores is one proposition ; 
Elman as a purveyor of old violin music 
quite another. However baroque in spirit 
his wayward rubatos, it is impossible to 
commend them in the letter. Rubato when 
well-used is one of the most subtle and 
artistic manifestations of violinistic leger- 
demain. Elman, alas, is long past the 
rubato stage: he simply pulls, or pushes, 
the poor long-suffering music about. 

Sammartini’s Passacaglia is an interesting 

enough piece, though some may gnash their 

teeth over Nachez and his wondrous works. 

But most of the time Elman’s melodic line 

is so contorted that it’s almost impossible to 

concentrate on the music. 
The Vitali Chaconne is, in some places, 
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technically beyond Elman’s present powers. 
Even as Vitali wrote it, the piece is quite 
difficult enough, and with Leopold Char- 
lier’s additional intricacies some of it is 
almost formidable. Even in cantabile 
passages, Elman plays tricks with the 
dynamics of successive notes in a phrase, 
digging hard at one, and caressing the next, 
all for no apparent reason. The first move- 
ment of the Handel sonata is well-nigh 
unbelievable as a possible interpretation of 
even a frequently misinterpreted work, 
though the remaining movements are 
slightly better. Regarding the Air on the 
G string, it would be charitable to pass this 
over in silence. 

The general impression of the record is 
not enhanced by the fact that the labels are 
reversed. The sleeve note (*‘ All four works 
on this disc are characteristic of what 
violinists call the ‘ Bach style’ ’’) is roughly 
on a level with the performances. Except 
as a Curiosity, it is not possible to recom- 
mend this disc. 


HARPSICHORD WORKS. The Tennthe 
Pavian and Galliarde, “Mr. W. 
Peter” (Byrd). Variations on 
‘“* Mein junges Leben hat ein End ” 
(Sweenlinck). Toccata No. 2 (Fro- 
berger). Ciacona (Pachelbel). Prelude 
and Fugue in A minor (J. S. Bach). 
Le Dodo, ou L’Amour au berceau ; 
Les Vieux Seigneurs: Les Jeunes 
Seigneurs (Couperin). L’Entretien 
des Muses ; Les Cyclopes (Rameau). 
Tiento I; Tiento III (Cabezén). 
Balletto: Corrente: Passacaglia 
(Frescobaldi). Sonata in F major, 
L.198: Sonata in F major, L.Supp. 
19: Sonata in F major, L.278: 
Sonata in F major, L.381 (D. 
Scarlatti). Ralph Kirkpatrick (harp- 
sichord). H.M.V. ALPI518 (12 in., 
41s. 84d.). 

A most enjoyable recital, in the main. 
When one considers Kirkpatrick’s reputa- 
tion as a performer and scholar, it is 
surprising that he is so poorly represented 
in our catalogues. Side one traces a neat 
line of development from Byrd to Bach, 
through Sweelinck, Froberger and 
Pachelbel. Unfortunately, the Tenth Pavan 
and Galliard is not by any means one of 
Byrd’s best works, and it compares poorly 
with the Sweelinck variations. The 
Froberger Toccata (which interested listeners 
can find in the second volume of Davison 
and Apel’s Historical Anthology of Music) is 
however a good and typical example of his 
work. The chromatic point of the second 
section, elaborated in the gigue-like finale, 
was a commonplace of the early seventeenth 
century, but Froberger- uses it in an 
altogether personal manner. Pachelbel’s 
Ciacona makes use of a hoary but perennial 
ground-bass pattern, and the melodic fire- 
works superimposed are ably dealt with by 
Kirkpatrick, though he keeps virtuosity in 
check by his musical and convincing tempi. 
The Bach Prelude and Fugue, with its opening 
reminiscence of the Triple concerto for 
flute, violin, and harpsichord (also in A 
minor), is a fine performance. 

Side two is a congenial mixture of French, 
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Spanish and Italian music. Couperin’s 
drowsy Cupid and the juxtaposition of 
advocates of old and new schools in musical 
style are very effective. Likewise the 
Rameau pieces are well contrasted, a slow 
soft being followed by a quick loud. The 
two Jtentos by Cabezon sound well on the 
harpsichord, though not particularly well 
on the harpsichord used by Kirkpatrick. 
Henestrosa assembled these pieces, along 
with many others, in an anthology for key- 
board, harp, or vihuela, published in 1557, 
and more recently available in La Moésica 
en la Corte de Carlos V (Higinio Anglés). 
The little triptych by Frescobaldi came out 
in his final edition of the First Book of 
Toccatas (1637) and they constitute a 
charming example of stylised dance-music 
current at that time. To end with, Kirk- 
patrick gives us two pairs of Scarlatti 
sonatas, all four in F major. If anybody 
thinks that such a key-scheme is capable of 
inducing boredom, he has only to listen 
to this last band in order to find out. 
Notwithstanding Kirkpatrick’s fine 
playing and intelligent programming, I 
find the harpsichord tone rather edgy and 
unpleasant in the louder passages. Perhaps 
the fault may lie partly with the recording, 
or the studio acoustic. It seems a pity 
that the listener’s ears should have to be 
assailed as if by a battery of machine-guns, 
however accurately tuned they may be. In 
the quieter pieces, the first of the Couperin 
and Rameau bands, for instance, it seems 
to be quite a different instrument. D.S. 


HOROWITZ IN RECITAL. Sonata in 
F minor, Op. 14 (Schumann): 3rd 
movement only. Sonata in E major, 
L.23 (Scarlatti). Mazurka in B flat 
minor, Op. 24, No. 4 (Chopin). 
Polonaise-Fantaisie, Op. 61 
(Chopin). Sonata in E flat major, 
Op. 78 (Haydn). Intermezzo in 
B flat minor, Op. 117, No. 2 
(Brahms). Etincelles (Moszkowski). 
Preludes (Scriabin): Op. 11, No. 5 
in D major; Op. 22, No. 1, in G sharp 
minor. Stars and Stripes Forever 
(Sousa, trans. Horowitz). Wladimir 
Horowitz (piano). R.C.A. RB16019 
(12 in., 39s. 114d.). 

The only point of an anthology record of 
this kind is to give us a kind of musical 
profile of the performer, and I think that 
Horowitz emerges pretty clearly from this 
one, with both his good qualities and his 
limitations. To get the latter out of the way 
first it must be admitted that the Scarlatti 
sonata is played with a tender wistfulness 
that its composer, writing for the harpsi- 
chord, could never have intended, and that 
the Haydn sonata is lacking in good 
humour. The Chopin pieces are more 
successful, though the mazurka is perhaps a 
little over-sophisticated ; this surely is. the 
way that Liszt must have played the 
Polonaise-Fantaisie, to judge by his descrip- 
tion of it quoted in the sleeve-note. The 
Brahms lacks that quality of inwardness 
which some German pianists bring to it, 
but here, as throughout the disc, one is 
conscious of Horowitz’s astounding mastery, 
not merely of the fireworks of the keyboard, 
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but of the subtlest shades of tone-produciion. 
The recorded piano tone is rather varial.ie ; 
some at least of the pieces appear to have 
been recorded at a recital in 1952, and there 
is a suspicion of tape-flutter at the beginning 
of one or two. But in spite of this the 
listener gets an impression of Horowitz’s 
immense range of tone-colour—from the 
soft legato he uses in the Scarlatti, through 
the rich chordal sonorities of the Schumann 


variations to the devastating brilliance of 


“Stars and Stripes for ever’. In his 
** Letter from America” last July, Harold 
C. Schonberg found the mot juste for this 
piece when he called it *‘ a kind of delirious 
virtuosity that may be unique in the annals 
of piano playing ’’. Delirious it is, and | 
shall cherish it as a party record.  J.N. 


CHORAL AND SONG 


MOZART. Benedictus sit Deus, K.117: 
Exsultate, Jubilate, K.165: Vesperae 
Solennes de Confessore, K.339. 
Erna Berger (soprano). Marga 
H6éffigen (contralto), Horst Wilhelm 
(tenor), Ferdinand Frantz (bass). 
Choir of St. Hedwig’s Cathedral, 
Berlin, and Berlin Philharmonic 
Orchestra conducted by Karl 
Forster. H.M.V. ALP1496 (12 in., 
41s. 84d.). 


Mozart composed his Solemn Vespers of a 
Confessor (no indication being given of what 
festival day was intended) for soloists, 
chorus, orchestra (strings, bassoon, two 
trumpets, three trombones) and organ in 
1780, the last complete year of his service 
with the Archbishop of Salzburg, and while 
choosing the key of C major for the opening 
psalm, Dixit Dominus, and the concluding 
Magnificat in deference, possibly, to the 
Archbishop’s fondness for that key, he 
wrote the inner movements in E flat, G, 
D minor, and F (the well known Laudate 
Dominum for solo soprano and chorus). 

It is perhaps not easy to appreciate “ the 
great freedom and daring of expression ” 
spoken of in the sleeve note, in the music 
without a considerable knowledge of the 
period. One striking moment is the opening 
of the Gloria, over an organ pedal point, in 
the fourth psalm, Laudate pueri, and there 
are some equally striking passages in the 
preceding psalm Beatus vir, in which the 
solo soprano has some florid phrases to sing. 
The Amens are finely treated in all the 
psalms. The setting of Laudate pueri as a 
“learned” fugue serves to throw the 
serene beauty of Laudate Dominum into high 
relief. I wish I could say that Erna Berger 
sings her solo with all of the exquisite poise 
and superb legato that Ursula van Diemen, 
in the famous 78 disc, brought to it, but 
such performances are rarely heard. The 
floating high note that suddenly appears 
above the choral entry (during which the 
soprano is silent) does not quite produce 
the thrill Van Diemen gave us. At the 
same time—and especially if played with a 
fairly low volume of tone—Erna Berger’s 
performance is very lovely. The fine setting 
of the Magnificat follows, and is the other 
highlight of the Vespers. 
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Miss Berger gives us the best performance, 
so far, of the motet Esultate Fubilate, which, 
in view of what we have had, is not saying 
as much as ought to be said. Her Latin, as 
elsewhere, is a bit odd, and the orchestral 
accompaniment lacks style: the singing 
deserves better than this. I miss the 
buoyancy that Elizabeth Schumann brought 
to the Alleluia. 

Mozart composed the Offertory Benedictus 
sit Deus when he was only twelve years old. 
It was not written, as had been supposed, 
for a friend who had entered the Benedictine 
order and was ordained, in 1769, as Father 
Dominic—hence the ‘* Dominicus’’ Mass 
in CG (K66)—but was composed a year 
earlier, and performed at the Waisenhaus 
Church in Vienna in 1768. The piece is 
constructed in the style of an Italian 
Sinfonia, with two lively outer choral 
movements and a middle movement for 
soprano solo, and in the finale Mozart makes 
use of one of the psalm tones as an extra 
theme, accompanying it with bustling violin 
figuration. It is a remarkable piece for a 
boy of twelve to have written. 

What little the soloists have to do in the 
Vespers is done well, and if they sound too 
prominent that is exactly what happens in 
many a Viennese or Bavarian church when 
the singers wish to show that the Almighty 
has endowed them with admirable 
lungs! The chorus sing with full tone 
and great spirit, and apart from the fact 
that the balance allows us to hear little of 
the orchestra other than the violins, the 
recording is excellent. This is a most 
enjoyable disc. ALR. 


ORFF. Carmina Burana. Agnes Giebel 
(soprano), Marcel Cordes (baritone), 
Paul Kuén (tenor), Chorus of the 
Westdeutschen Rundfunks, Cologne 
Radio Symphony Orchestra con- 
ducted by Wolfgang Sawallisch. 
Chorus Master: Bernhard Zimmer- 
mann. Columbia 33CX1480 (12 in., 
41s. 84d.). 

Jochum (3/55) DG16045-6 

D.G.G. have given us a very good version 
of this work but I think this new Columbia 
is even better. The sound is a little more 
immediate and vivid, while Sawallisch gets 
perhaps even more incisive results than 
Jochum did—not that Jochum’s perform- 
ance is less than excellent. 

Each version has something of a blot 
among the soloists, the soprano on the 
D.G.G. disc, ‘the ‘baritone on Columbia’s. 
Let me say quickly that to describe Elfride 
Trétschel’s singing on the D.G.G. as a blot 
is a gross exaggeration and I withdraw it 
at once! But she really isn’t very good in 
this work while Columbia’s Agnes Giebel is 
perfectly lovely. Miss Giebel has a pure, 
beautifully poised voice and sings the solo 
In trutina mentis dubia really ravishingly. 
Incidentally, she holds that eternally-long 
D at the end of No. 15—how I can’t 
imagine—where Elfride Trétschel makes 
no bones about stopping for a breath and 
Starting again. 

But if Columbia score with their soprano, 
their baritone really is a let-down. The 
voice itself is not of very good quality— 
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nothing like so good as Hans Braun’s on 
D.G.G.: the singer makes heavy weather 
of high G’s and of much else and, and this is 
the most distressing thing, his line is often 
so very poorly pitched and controlled. The 
tenors are about equal. The poor things 
have such an ungrateful part in this work 
that one can only applaud their efforts ! 

D.G.G. put the work on to two 10-inch 
discs: Columbia, more conveniently, on 
to asingle 12-incher. The D.G.G. has bands 
that helpfully separate the sections of the 
music, which the Columbia hasn’t. On the 
other hand I detected some slight insecurity 
of pitch at one place in the D.G.G. and 
between the end of No. 3 and the start of 
No. 4 there is a distinct change of pitch. 

The baritone soloist prevents this new 
issue from being absolutely first-rate. As 
it is, it seems to me just better than the 
D.G.G. and certainly the most convenient 
version to have. 


ALFRED DELLER. Welcome to all the 
pleasures (Purcell): ‘‘ Here the 
Deities Approve’. Dioclesian (Pur- 
cell): ‘‘ Since from my dear Astrea’s 
sight ”. Suite in D minor for harpsi- 
chord (Purcell). The Fairy Queen 
(Purcell): The Plaint ; Secrecy’s Song ; 
Mystery’s Song. Pavan for Viols 
(Jenkins). Fantasia in D for four 
Viols, 1680 (Purcell). If ever I more 
riches did desire (Purcell): ‘‘ Here 
let my life”. Prelude, Air and 
Hornpipe for Harpsichord (Purcell). 

_Consort of Four Parts for Viols 
(Locke). Alfred Deller (counter- 
tenor), Leonhardt Baroque _ En- 
semble and Consort of Viols 
directed by Gustav Leonhardt (harpsi- 
chord). Vanguard PVL7047 (12 in., 
39s. 114d.). 

Here is a fascinating disc of music by 
Purcell, Jenkins, and Locke : three musicians 
who contributed vastly to Britain’s musical 
scene in the seventeenth century. Each side 
contains three Purcell songs and a keyboard 
suite. Thrown in for good measure is No. 8 
of the four-part Fantasias by Purcell, one of 
Locke’s consorts of four parts, and a Pavan 
by the genial and prolific Jenkins. This 
generous sampling of English vocal and 
chamber music has been available in 
America for over two years, and it is a great 
pleasure to welcome it back home at long 
last. The performers are all experts in the 
field, and Deller singing Purcell is absolutely 
in his element. Once or twice the songs 
seem to be pitched a little too low for him, 
so that the words ‘“‘All the talents they have 
lent you ” in the excerpt from Welcome to all 
the Pleasures get lost in the lower and less 
resonant part of his register. No lover of 
the truly delectable in vocal music, how- 
ever, could resist the passionate plaint from 
The Fairy Queen or the quiet beauty of 
** Here let my life with as much silence slide/ 
As Time that measures it does glide ” from 
Cowley’s If ever I more riches did desire. ‘The 
inexorable ground bass (a simple descending 
scale, but how expressive !) enables Deller’s 
voice to float buoyantly but sadly, free yet 
inextricably linked to the peculiar Purcellian 
texture that is so successfully exploited on 
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this record. Deller’s treatment of the word 
** die ’’ at the very end of “‘ Since from my 
dear Astrea’s sight” (from Dioclesian) is 
another wonderful example of his undis- 
puted mastery of the pathetic vein. 

Leonhardt gives a good account of the 
Purcell keyboard music, and his harpsi- 
chord sings nicely, ideally suited to the 
sauciness of the Hornpipe as well as to the 
more sober Allemande. His consort of viols 
is not quite such a success, for there is a fair 
proportion of those slightly sour-sounding 
notes which seem to be part and parcel of 
any consort of viols. All the same, it is good 
to have some music by Locke, for he is an 
important figure in the history of English 
opera, having taken part in as well as 
composed sections of Sir William Davenant’s 
The Siege of Rhodes, which is often stated to 
be the first English opera. Locke’s “ Little 
Consort’ was written in 1651 “at the 
request of Mr. William Wake, for his 
scholars ” and was published by Playford 
five years afterwards. The Hon. Roger 
North, whose Memoires of Musick are one of 
our chief sources of information about 
Jenkins, tells us that his music was ** wholly 
devoid of fire and fury, such as the Italian 
music affects, in their stabs and staccatos ; 
this defect of movement was chiefly (as it 
were) going up and down stairs, and had 
less of the sault and iterations that the 
Italians have’. Nevertheless it is true to 
say that Jenkins’s vein is an entirely English 
one, and his little Pavan is a typical exam >le 
of the cartloads of compositions with which 
he enriched the chamber music enthusiasts 
of seventeenth-century England. 

A musical Briton of today, anxious to get 
to grips with the culture of his ancestors, 


‘could not do better than acquire this 
- excellent disc ; the recording is impeccable. 


PALESTRINA. Missa Papae Marcelli. 
Aachen Cathedral Choir conducted 
by Theodor B. Rehmann. D.G.G. 


Archive AP13032 (10 in., 30s. 11d.). 
Netherlands Chmbr. Chr., de Nobel 

| (5/56) NBL5033 
V.P.M., Grossmann (5/57) PL10020 


This recording of the Missa Papae Marcelli 
has three advantages over the best of its 
two predecessors (Philips NBL5033) ; boys’ 
voices are used on the top line, the inton- 
ations to Gloria and Credo are given out, 
and there is a cathedral-like acoustic. The 
balance is good, though the tenors are a 
little weak, but perhaps some might find the 
singing a little too brisk and lacking in 
light and shade as compared with the 
Netherlands Chamber Choir. At the same 
time the tempi are right .or this functional 
music and it has the feel of actual perform- 
ance at a High Mass. There is a wonderful 
radiance of sound at the end of Gloria and 
Credo, and the clear, clean, attack of the 
trebles is a constant joy, as for example on 
the high G of the illustrative phrase, 
*““descendit de caelis’’, with its lovely 
cadence. 

The conductor is perhaps a little given 
to clipping vowel sounds, in such words as 
** Domine Deus ”’, but in general I found 
this a most satisfactory performance of the 
marvellous music and one that is very well 
recorded. 
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TAGLIAVINI RECITAL. Amarilli 
(Caccini) (a) ; Musica proibita 
(Gastaldon) (6); O del mio dolce 
ardor (Gluck) (a) ; L’heure exquise 


(Hahn - Strettell) (a). Ferruccio 
Tagliavini (tenor) with (a) 


Ermelinda Magnetti (piano) and 
(6) orchestra conducted by Renata 
_ Cetra EPOO341 (7 in., 
Is.). 

Tagliavini gives smooth, mellifluous 
accounts of four “‘ titles’’ well known to 
record collectors, though there is nothing 
here so strikingly beautiful or individual 
as to make me exclaim: ‘“‘I must have 
this record!” Noisy surface—these were 
originally 78s. A.P. 


OPERATIC 


BELLINI. La Sonnambula. 
Count Rodolfo Nicola Zaccaria (bass) 
Teresa 
Fiorenza Cossotto (mezzo-sop.) 
Amina 
Maria Meneghini Callas (sop.) 


Elvino Nicola Monti (ten.) 
; Lisa Eugenia Ratti (sop.) 
‘Alessio Giuseppe Morresi (bass) 
‘' ANotary Franco Ricciardi (ten.) 


Orchestra and Chorus of La Scala, 
Milan, conducted by Antonino Votto. 
Chorus Master: Norberto Mola. 
Columbia 33CXS1469, 33CX1470-1 
(five 12 in. sides, 110s. 64d.). 
Capuana (8/57) LPC1240 
Many readers will have listened to La 
Sonnambula broadcast from Edinburgh, 
with the same Amina, Elvino and Rodolfo. 
The first thing to be said is that La Divina 
is in far better voice on this recording 
than she was in Scotland. There she was 
tired (between recording La Sonnambula 
and singing it on the stage she recorded 
Manon Lescaut, and then Turandot, which 
may perhaps have had something to do with 
it). The premiére had uneasy moments, 
and by the third performance, which was 
broadcast, almost every sustained note 
around about G started to crack and 
collapse. This does not happen in the set; 
there we hear the Amina which for two 
seasons has delighted audiences at La 
Scala, and very wonderful it is. The voice 
is not perfect. There are once or twice 
hints of that second note underlying and 
sullying the proper one. There are sharp, 
wobbly notes (the final one of “ Come per 
me sereno ”’, for example). But there is also 
much exquisitely beautiful singing—lovely 
tone, movingly tender phrasing, gloriously 
delicate and virtuosic moments such as at 
some upward arpeggios in “ Sovra il sen ”’. 
I have used the words “‘ spellbinding and 
sublime art’? about Callas’s interpretation 
of the role. It is very intricate, and fired by 
poetic intellect. I should like to quote 
Felice Romani, the librettist of the opera, on 
the subject of his heroine, for all that he 
says is relevant to Callas’s performance: 
** The role of Amina ” he wrote, “* although 
it may seem at first sight easy to play, is 
perhaps more difficult than many others 
deemed more important. It calls for an 
actress who is playful, ingenuous and 
innocent, and at the same time passionate, 
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impetuous and affectionate ; who has one 
cry for joy and another for sorrow, different 
timbres for reproof and for pleading; who 
displays in every movement, in every glance, 
every sigh, a certain stylisation mixed with 
realism such as we find in some paintings 
by Albani and certain of Theocritus’ 


idylls ”’. 
Thus, said Romani, did Giuditta Pasta 
create the role...and thus does Maria 


Callas perform it. I need hardly point out 
how strikingly she colours every phrase, 
note and word. After a couple of playings, 
almost every line of recitative sticks in the 
mind with the exact colour and expression 
that she gives to it: ‘‘ Compagne, teneri 
amici’, before “‘ Come per me” ; “ Il cor 
soltano”’, the only dowry she _ brings 
Elvino; “Qui! perché?”, filled with 
terror and amazement as she wakes in 
the Count’s bedroom; ‘“‘ Ah! il mio 
anello ”’, the cry which wrings our hearts as 
much as Briinnhilde’s shriek, and far more 
affectingly, when the ring is torn from her 
finger. Sooner or later I shall have to 
brave the comparison with Pagliughi, so let 
me plunge in here to remark that Pagliughi 
sings “Qui! perché ?”’ with far less charac- 
ter, yet is touchingly beautiful all the same; 
but that her “‘ Ah! il mio anello ” goes for 
fairly little ; that she is much less passionate 
and moving in her pleading with Elvino 
in the forest scene. 

Pagliughi is far more the “ playful, 
ingenuous and innocent ” heroine only. I| 
love her performance. The beautiful 
thread of tone, the notes dropped sweetly 
and truly into place, afford a kind of 
pleasure that Callas cannot provide. Her 
phrasing of “‘ Come per me”, though less 
intricate than Callas’s, is also extremely 
beautiful. I can’t quite define why 
Callas’s “ Ah, non credea”’ should strike 
me as less than satisfying ; perhaps the 
timbre is too strongly coloured for the line 
of the music. ‘‘Ah, non giunge” is 
relatively unaffecting because simple gaiety 
is not something that this soprano can easily 
express. Welling, interior, almost un- 
bearable joy, yes, but not bright, clear 
happiness. Pagliughi is deliciously bouncy 
in this final aria; Callas turns it into a 
rather self-conscious and excessively elabor- 
ate display. The second verse can take a 
lot of decoration (Pagliughi sings only 
Bellini’s notes—yet how attractively), but 
the embellishments must sound fresh, not, 
as here, laboured. 

Romani also said that the singing of the 
role should be “at once simple and 
adorned, spontaneous and perfectly judged, 
finished but without showing the signs of 
study ”. Between them, but not separately, 
Callas and Pagliughi embody his perfect 
heroine. It is Pagliughi who has the cry for 
joy—every time she sings the word “‘gioia’’, 
which comes often, she gives it a little 
joyous inflexion, particularly in the final 
“Oh gioia ” of her awakening, marked by 
Bellini con un pianto di contento—but Callas 
who has the cry for sorrow: listen to her 
tone as she starts the quartet “ D’un 
pensiero ” at the end of Act 1. 

The concerted numbers go well in the 
new set, especially the two soprano/tenor 
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duets of Act 1, with limpid sixths in the 
second verse of “ Prendi, l’anel” and 
fascinating phrasing of the lovely “ Son 
geloso del zeffiro ”’. Monti’s voice has been 
stepped up a little by the engineers to sound 
more robust than it does in life. He is a 
smooth, reliable, well-tuned and tasteful 
singer, though a much less interesting artist 
than Tagliavini, whose interpretation seeins 
more personal, and more deeply felt. 
Zaccaria too is reliable, though here not in 
the Siepi class: the divine melody of 
** Vi ravviso ”’ counts for much more in the 
Cetra set, and Siepi shows far more 
imagination in his utterance of the beautiful 
verses which lead into it. Ratti’s Lisa is 
delightful, and Cossotto brings a lovely 
firm voice to the part of Teresa, though she 
tends to sing too loudly. Norberto Mola’s 
Scala choir is outstanding in the chorus 
describing the fantasma, and also in the one 
where the villagers creep into the Count’s 
bedroom, only to be surprised by finding a 
girl asleep on the bed. The chorus which 
opens Act 2 would have sounded better 
had the important accompaniment been 
conducted more sensitively. 


But then there are no positive virtues in 
Antonino Votto’s conducting. He evidently 
has finer players under him than he had in 
Edinburgh—in particular a more poetical 
first horn (important in Elvino’s “ Tutto é 
sciolto ”’). But the flute is rather wretched, 
pedestrian in “Ah! perché non_posso 
odiarti”’ (the Cetra flautist is far more 
imaginative in his phrasing). On the other 
hand I slightly prefer the Scala oboe in the 
short but important interjection in “ Ah, 
non credea”’. Votto’s chugging accom- 
paniment to the recitative before “‘ Come 
per me’”’ or to the introduction to Act 2, 
which could sound magical, seems to show 
that he does not prize Bellini’s beautifully 
worked orchestral writing nearly as much as 
he should. The conducting on the Cetra set 
(Capuana) is superior. 

The cuts in the two sets (despite 
Columbia’s five sides against Cetra’s six) 
are the same: the usual ones of reprises in 
strettas, plus a verse of Lisa’s opening 
cavatina (a pity, especially in the Columbia, 
since Ratti is so charming), a slice of 
Elvino’s “‘ Tutto é sciolto ”’, Lisa’s aria in 
the final scene, and the complete stretta 
(“‘ Lisa mendace anch’ essa”) of the 
quartet, * Signor Conte ! ”’, which precedes 
Amina’s last entry. 


The Columbia is the better recording, 
though it is not without those “ difficulties” 
which seem to beset many, not all, of the 
Scala series. It needs a little help if it is 
to come out smoothly all along, and some- 
times Monti must be turned down to 
preserve a true dynamic level. The Cetra 
is a perfectly comfortable and acceptable 
recording, though narrow in range. The 
bass is generally weak, the chorus not 
always vivid (in particular, the finale to 
Act 1 comes off far, far better in the Colum- 
bia set), and the accompaniment to “ Ah, 
non giunge” sounds pre-electric! The 
voices, on the other hand, reproduce well. 

Any choice between these two sets must 
turn first on your opinion of Callas. There 















ul 


ns 


er 


ite 


ta 





© 


QOOOOOC OOOO OOO OOOOOOOOOOOOOQOOOOQOOOOQOOOGOCOOOOOQOOOOOOOOOGOOOOOOOOSCOOOOOOOOOOOOOOE OOOOO 


oO 


( 
\ 





The GRAMOPHONE 


CHVHYVYVVVOVOOVUVOOOVOOH.0H OOO MOOOOOOOOGECVE) 


November 


will be a 
wonderful 
month 


for the 


record 


enthusiast 


THE DECCA RECORD COMPANY LTD 1-3 BRIXTON ROAD LONDON Sw3 


KXVVKVOHVOOOOOOOOOOOOOOOQOOQOQOOQOQOOQOQOOE 


POOOOOOOOOOOOOOOOOQOOOOOOOE 1 OOOOOOOOOOOOOOQOOOOO 


COOOQOOOCOOOOS OOOOOOQOOOOOOOOOOQOOOOQOOOOOOO 


©) 





42 Advert 


Price £32 


BRIEF SPECIFICATION 


Output : 10 watts (nominal), 20 watts peak. Frequency Response : 10-100,000 
cps, within 1 dB 15-30,000 cps. Distortion : Less than 0.1%. Damping Factor : 
40. Hum Level: better than 80dB down. N.F.B.: 3 loop, main overall loop 
28 dB from tertiary winding of output transformer. Sensitivity : 8 mV (Gram 
input A) for 10 watts. Spare power supplies: 320 V at 60 mA and 6.3 V at 
2 Amps. 

CONTROLS—1. INPUT — MIC, RADIO, TAPE, GRAM (in conjunction 
with 4 position pickup matching selector). 2. EQUALISER—6 position. 
3. FILTER—6 switched positions. 4 and 5. BASS and TREBLE (both lift 
and cut 15 dB). 6. VOLUME. 


A Tape Record Outlet Socket is fitted to the Control Unit. 


ARMSTRONG WIRELESS & TELEVISION CO. LTD., WARLTERS ROAD, LONDON, N.7. 
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THE NEW 


Qinstiong AlO 


HIGH FIDELITY AMPLIFIER 
now even better than the original Armstrong Al0 


FOR 5 GOOD REASONS ! 


t INCREASED SENSITIVITY—enabling low 
output, magnetic pick-ups to be fed 
directly into the Control Unit without 
recourse to step-up transformers 


2 PICK-UP MATCHING—4 position selector 
3 HIGHER PEAK OUTPUT 
4 Additional EAUALISING positions 


5 Latest EL 34 output valves 


Post this coupon for full descriptive literature, or call at your local High 
Fidelity dealer, or at our Holloway showrooms for full demonstration. 


(BLOCK CAPITALS PLEASE) 
NAM 


eeeeecevoeaeeoeee ee eevee e eevee eevee eeeeeeeeeeeeeeeeeeneer eer eeeeee ee ee 


Tel: NOR 3213 

















Bloomsbury, Bombay or Buganda ! 


any 45 available in this country can be sent to you 
immediately by post. Our service, second to none, is now 
available to music lovers anywhere in the world. We 
are the only store specialising in 45’s—classical, pop and 
in-betweens—standard or extended—we have them all 
IN STOCK. We also carry a large stock of L.P.s to suit 


all tastes. 


HI-Fl AMPLIFIERS 


and record players. All 
leading makes of amplifiers 
—Quad, Leak, Rogers, 
Expert, R.C.A., E.A.R. and 
motors. Connoisseur, 
Garrard, Lanco, Collaro, 
R.C.A., etc. 


TAPE RECORDERS 


Grundig, Vortexion, Ferro- 
graph, Wyndsor, Simon, 
Blue Spot, Walters, Editor. 


45’s BY POST 


Wharfedale, Goodmans, 
Expert, W.B., Elec 





le ll A ae 
SPEAKERS ain, 


A comprehensive range of 
sapphire and diamond styli 
for all makes of pickup. 


Post orders over £\ post free. C.W.O. please 


ILFORD MUSIC SHOP LTD. 


PIONEER MARKET 


TELEPHONE : 
OUR VANS DELIVER ANYWHERE IN AND AROUND LONDON 


ILFORD LANE 
ILFORD 2712 


ILFORD - ESSEX 
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ACOUSTICAL Q.U.A.D. 





Mk. !! Amplifier and Control Unit £4’) 


F.M. TUNER 


TO 
MATCH 
ABOVE 


£30.9.0 





ERR 


25 HIGH HOLBORN, LONDON, W.C.I 
(Opposite Chancery Lane) 


Tel.: HOLborn 6231-2 


HI-Fi 
SPEAKERS 
G.E.C. 
GOODMAN 
TANNOY 
WHARFEDALE 
WB, etc., on 
demonstration. 














SIDE-BY-SIDE COMPARISON IN 
OUR DEMONSTRATION ROOMS 


OF @ACOS @eACOUSTICAL 
@ ARMSTRONG @ CHAPMAN 
@ COLLARO @ CONNOISSEUR 
@ GARRARD @ GOODMANS 
@ LEAK @ LENCO @ ROGERS 
@ R.C.A. @ TANNOY @ W.B. 
@ WHARFEDALE 

















The NEW “LEAK” 


TL/I2 * PLUS” AMPLIFIER 





Power output : 14 wa: s R.M.S. Max 


Total Harmonic Disto-tion : 0.1% at 
at 1,000 cs. Fre,uency Re.ponse: 


ee: 









*“*VARISLOPE I1I!1’’ PRE-AMPLIFIER 





UNIT 
CABINETS 


(20 x 14 x 144in.) 
Pe iinccesedons £5/19/6 
Speaker £5/17/6 
Record £4/17/6 

(legs extra) 

also Gram Unit 

20} x 162 x 17in.) 
(Full height on legs 29in.) 

£9/9/- 








COLLARO 
4T200 


Wie 


"12. wat's output (+ 1 db) 
+0.5 db. 20 c/s to 20 kc s. 





Pick-up selector : 
Allows choice of 
any two pick-ups. 
Input Selector: Six 
poston switch. 


Bass and Treble 
Controls: Con- 
tinuously variable. 
Filter & Slope Con- 
trols. Price £15 15'- 




















Transcription 
Unit (PX) 
£19/10/- 

(less pick-up, £14/18/-) 





LENCO GL.56 





With No. 500 vari- 
able-reluctance cart- 
ridge and unique 
location device. 

[7/0 














tS mighty 





for its size/— 


That’s what everyone says about the ELPICO- 


GELOSO Tape Recorder. 


Its amazing performance is 


almost unbelievable until you hear it for yourself. Here’s 
a tape recorder that has everything, tonal quality, ease of 
control, versatility, true portability—all packed into an 
amazingly compact case with a total weight of only 74 Ibs., 


and at a price to suit your pocket. 


Ideal for recording and replay of all types of music and 
speech in the home or office. You'll find a wealth of enter- 


tainment and value 


in the ELPICO-GELOSO Tape 


Recorder. Coloured push-buttons combined with the Magic 
Eye indicator completely simplifies operation ...a child 
can handle it. Half-track recording, with two tape speeds 
(12”/sec. and 3}”/sec.) gives 1 hour and 30 minutes 

playing time respectively, 


using 


standard 


tapes. 


Voltage range 100-240 v. 





a name for better performance 


50 c/s A.C. 





Price complete with Microphone, Tape and 
specially designed carrying bag 


Available fram all Radio Dealers and Stores or write for full detailss— 





LEE PRODUCTS (GREAT BRITAIN) LTD 


ELPICO HOUSE, LONGFORD ST., LONDON, N.W.I. Tel. : EUSton 5754-5-6 





























THE TYGRAM 


will accommodate a// Auto-change 
or Transcription motors ; all 
Amplifiers (no matter how large) ; 
plus most F.M. Tuners. 

OVERALL DIMENSIONS: 20 in. wide 
by 17 in. deep by 17 in. high ; 

plus 12 in. legs. 

Area beneath motor board (at non- 
auto level) 13 in. high by 15} in. 
deep by 19 in. wide. 


Retail Price : £9 9 . Od. 
As unit only (without legs) : 
£7.14. 0d. 





THE EVEREST 


s a handsome cabinet specifically 
designed to accommodate every 
piece of Hi-Fi Equipment on the 
market. It will accommodate every 
Turntable (Transcription or 
Autochange) ; every Amplifier ; 
plus every F.M. Tuner—with room 
to spare. 

OVERALL DIMENSIONS : 20 in. wide 
by 18 in. deep by 34 in. high. 

Area beneath motor board : 18 in. 
high by 18 in. wide by 19 in. deep. 


Retail Price: £16 . 16 . Od. 





For details of full range of record storage 
cabinets, Hi-Fi equipment cabinets, carrying 
cases, indexes, etc., write to dept. G.33. 


[recor TING 


BROOK ROAD, LONDON, N.22 BOWes Park 7487-8 











44 Advert The GRAMOPHONE October, 1957 


Everything to please 
the record enthusiast at 


HAMPTON’S 
NEW RECORD 
CENTRE 


Newly opened at 49 Kensington High Street, 
Hampton’s New Record Centre is a 
dream come true for record collectors ... 








Here you'll find the most comprehensive 

selection of records, all microscopically 

inspected for quality, and all presented in 
sealed polythene jackets. 


Come to Hamptons to enjoy 
the most up-to-date listening facilities — 
press-button auditoria, sound-proof (really 
sound-proof) booths, private Hi-Fi equipped 
rooms—in luxurious surroundings. 





Diamond styli (U.K. prices 

from £3.5.9., overseas prices from £2.2.9) far 
every type of equipment — fitted 

free of charge by our experts. 





Hamptons specially-trained 

assistants are knowledgeable and 
ever-helpful — you'll find them as enthusiastic 
about records as you are. 






, 


Hamptons offer 


purchases made by 
educational authorities. 


Hamptons operate a reliable mail-order 

service that brings records to your door 

safely and speedily. All U.K. orders are sent 

post-free. Overseas orders (free of purchase 

tax) are despatched within 24 hours—Hamptons paying 
all postal, packing and insurance charges on orders 
over £10. Orders for H.M. Forces overseas are free of 
purchase tax and post-free. 

THE ADDRESS FOR OVERSEAS ORDERS IS: 
Hamptons, 13 Whitcomb Street, Trafalgar Square, 
London WC2—and now isn’t too soon to write off for 
your Christmas record entertainment ! 


They’ ll have it at 


HAMPTONS 


of Kensington 
49 KENSINGTON HIGH STREET, W8 WEStern 8000 


Specialized Overseas Mail Order Shop at 
13 WHITCOMB STREET, TRAFALGAR SQUARE, LONDON WC2 
TRA 5250/2522 
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The GRAMOPHONE 


ou)| from Tegustn! 


4-speed Autoradiogram with VHF/FM 











VHF/FM, long wave, medium wave, 4-speed automatic record-changer — 

for only 53 gns. tax paid — and all in a beautifully proportioned, beautifully 
finished walnut veneered cabinet with hinged drop front and ample record 
storage space. 5 valve (plus metal rectifier) circuit. Internal Ferrite aerial for am 
(rotatable), and internal VHF aerial. Sockets for external vHF and broadcast 
aerials. Superb performance from an 8” speaker developed specially for Fm 
reproduction. Extension speaker sockets with switch for muting internal 


speaker. 


FERGUSON ‘FAVOURITE Il? MODEL 387 RG 53 GUINEAS Tax Paip 


_fine sets these FERGUSON'S 











THORN ELECTRICAL INDUSTRIES LTD., 233 SHAFTESBURY AVENUE, LONDON, WC2 
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our hi-fi showroom... 





she 


a 


+ 


This is our “Hi-Fi ”’ 
console . . We designed 
* it and built it for 
your benefit . . Look at .. 
“* the selection . . 20 tuners . . . bs i 
20 amplifiers . . . 25 loudspeakers . . i 
6 Tape recorders . . Shall we go on ? 
6 turntables ... 13 pickups... 
By just pressing a button we can bring 
in any one of the models so 
that you can make a fair comparison. Our 
Technical Staff who built this 
console are there to give you help and advice. 





We believe that Hi-Fi and good furniture can and 
should go together, and that is why we can show you 
really practical cabinets. Or even assist you in 
designing to suit your own needs. 








re From October 3rd 
Come and enjoy a visit to our showrooms— until December 19th 


hear Hi-Fi—it sounds better ! we shall be remaining 
open until 7 o’clock 
every Thursday. 








76-77 HIGH HOLBORN, LONDON, W.C.! Phone : HOLborn 7°18 
Near Holborn Tube Stat:on Buses 7, 7a, 8, 17, 22 23. 25. pass the door 
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What! 
No Whistles? 


After a few years a radio becomes an old friend whose 







eccentricities you tolerate because you’ve grown used to them. 
Which is perfectly all right if all you want 
is an accommodating background noise against which to read or talk. 
But supposing you enjoy music seriously. Don’t you feel that you should own a set which Is 
capable of fulfilling your requirements ? 
For superb reception of V.H.F. and Standard broadcasts there is nothing to equal the Grundig Marlborough. 
The Marlborough has three acoustically arranged speakers which create depth and reality, 
four independently operated tone controls which cover the full frequency range. 
The cabinet is beautifully styled and appropriate to any setting. 


Ask your local dealer for a demonstration of 


cls tejalelic 





Se 
ee nn 
rotten 


i 


PRICE 59 GUINEAS 


And if you own a tape recorder Pion — ae 








The Marlborough has special facilities for high fidelity tape recordings. 
A built-in Diode connection; sockets for recording or playing back 
and compensated volume control for tape reproduction, 





GRUNDIG (Great Britain) LTD. trade enquiries 10: KIDBROOKE PARK ROAD, LONDON, S.E.3 


Advertising & Showrooms: 39/41 NEW OXFORD ST., LONDON, W.C.I. (Electronics Division, Gas Purification & Chemical Co. Ltd.) 
GS 42a 
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THE HEART OF HIGH FIDELITY 





The amplifier and control panel are the heart of high 
fidelity; the most difficult to alter should your choice prove 
wrong. At best, to change them means a very careful 
appraisal of the pick up and speaker enclosure characteris- 
tics. At worst, it may mean starting to build all over again. 

Spend time in making sure that your choice ts correct— 
and make a point of hearing Expert Equipment when you do. 


And two M44 


AMPLIFIERS 


Le 
7 







The STANDARD 
£235 ..0.0 


CIRCUIT. EF86 pentode stage coupled to ECC83 double triode phase 
inverter. EL84 push pull output with distributed load. Main overall 
feedback loop 30db. 5Z4H.T. rectifier. Paper reservoir condenser. 
Operates on 200/250 volts A.C. s0 cycles. Special transformer for 
other voltages. 


POWER OUTPUT & SENSITIVITY. 14 watts output—200 m/v input. 
HARMONIC DISTORTION. 0.1% at 10 watts, 1,000 cycles. 
FREQUENCY RESPONSE. Flat from 20 cycles to 25,000 cycles. 
LOAD DAMPING FACTOR. §0 at 1,000 cycles. 

IMPEDANCES. Input 1 megohm. Output 15 ohms. 

HUM AND NOISE. 80db down referred to 8 watts. 

DIMENSIONS. 12” x9" x 6$" high. 

WEIGHT. 16 lbs. 


For ful IF YOU WANT 
nati HIGH FIDELITY 


illustrated 
literature— 
Ask your 
High Fidelity 
Dealer 

or write 
direct to:- 


YOU NEED AN 


EXPERT 


SALES & SHOWROOMS: 39-41 NEW OXFORD STREET, LONDON, W.C. I. Tel: COVent Garden 2156 
EXPERT GRAMOPHONES LTD. Works: «INGERTHORPE,” GREAT NORTH ROAD, LONDON, N.2. Telephone: MOUntview 6875 
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The §#=>.4—/—.45 
PRE-AMPLIFIER 


CIRCUIT. Two stages, ECC83 double triode. . 

CONTROLS. Input selector switch (radio, tape, disc,). Bass lift, six positions, 
marked. Bass cut, variable, marked o-10. Treble gradual cut, 6 positions, 
marked. Treble steep cut, variable marked 0-10. Volume, marked 0-10. 
Overall negative feedback provides bass lift starting at five different frequencies. 
One position no lift. Bass cut control varies amplitude of each lift from maximum 
to zero. In the ‘no lift’ position, the cut produces attenuation of 12db at §0 cycles. 
Treble gradual cut produces attenuation from—4db to—2o0db at 15,000 cycles, in 
seven gradual steps. Treble steep cut in fully operational position maintains 
response within 2db up to turnover frequency of 4,000 cycles. Attenuation then 
follows at 20db per octave. 

SENSITIVITY. At 1,000 cycles, 10 m/v in, $0 m/v out; 100 m/v in, 500 m/v ou 
maximum input at 50 cycles 500 m/v. 

FREQUENCY RESPONSE. (No bass lift or treble cut). Flat within 0.sdb, 30 te 
30,000 cycles. Attenuation below 30 cycles is introduced to eliminate mechani- 
cally induced low frequencv noises such as motor rumble. 

IMPEDANCES. Input a... ._-.put, 250,000 ohms. 

DISTORTION. Total harmonic distortion less than 0.1%. 

DIMENSIONS, Chassis 12” x 34” x 3”. Front panel 112” x 34” x 3”. 

FINISH. Chassis silver grey hammer. Front panel light cream. 


£18.0.0. 





CIRCUIT. EF86 pentode stage directly coupled to ECC83 double triode 
cathode coupled phase inverter. EL34’s push-pull output with distributed 
load. Main overall feedback loop 30db. GZ34 H.T. rectifier. Paper 
reservoir condenser. Operates on 200/250 volts A.C. 50 cycles. Special 
transformer for other voltages. 


SENSITIVITY AND OUTPUT. 220 m/v input; 20 watts output. 300 m/v 
input; 26 watts output. 


HARMONIC DISTORTION. 0.07% at 20 watts. 100 and 1,000 cycles. 
FREQUENCY RESPONSE. Flat from 20 to 40,000 cycles. 

LOAD DAMPING FACTOR. 70 at 100 and 1,000 cycles. 
IMPEDANCES. Input, 1 megohm. Output, 15 ohms. 

HUM AND NOISE, 86db down, referred to 20 watts output. 
DIMENSIONS, 12”%x9”x 7%" high (clear). 

WEIGHT. 24 lbs. 
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is also, for U.K. readers, cost to consider. 
By the official British prices, the Cetra 
recording is over £3 more expensive than 


the Columbia. 


HUMPERDINCK. Hansel und Gretel. 
Peter Horst Giinter (bass) 
Gertrud Marianne Schech (sop.) 
Hansel Gisela _ Litz (mezzo-sop.) 
Gretel Rita Streich (sop.) 
The Witch Res Fischer (contr.) 
The Sandman 

Elisabeth Lindermeier (sop.) 
The Dew Fairy 

Bruno Briickmann (boy sop.) 
Knabenchor des Wittelsbacher 
Gymnasiums, Miimich, Female 
Chorus of the Bavarian Radio, 
Munich Philharmonic Orchestra 
conducted by Fritz Lehmann. 


D.G.G. DGMI18217-8 (two 12 in., 
83s. 6d.). 
Karajan (1/54) 38CX1097-7 


This new recording of Humperdinck’s 
ever enchanting opera meets with strong 
competition from the Columbia issue but 
stands up to it well in some respects, less 
well in others. In the first place it is, 
perhaps, rather penny plain than twopence 
coloured. This is at once seen in the 
Prelude in which the trumpet entry, after 
the opening Prayer, makes little effect as 
compared with Karajan’s treatment of it. 
Fritz Lehmann seems to aim at the utmost 
simplicity, but it is unfortunate that the 
recording diminishes even his modest points 
of climax: and this is particularly evident 
when, in the last Act, the witch is shoved 
into the oven by Hansel and Gretel, and 
again in the “‘ Dream Pantomime ’”’, which, 
frankly, sounds dull. From the point of 
view of orchestral sound, therefore, the 
Columbia recording scores all along the 
line. 

The casting of a mezzo-soprano, as 
Humperdinck intended, rather than a 
soprano in the part of Hansel, means that 
there is more differentiation of voice here 
than in the Columbia disc, even though 
Gisela Litz has a very womanly and not 
always well-disciplined tone. One comes 
to accept this as the opera continues. 

Rita Streich is very well cast as Gretel, 
but in avoiding the archness into which 
Elisabeth Schwarzkopf was sometimes 
tempted she fails to make many points. 
In fact both she and Gisela Litz do not 
really act, vocally, in the first Act. They 
merely sing. | 

Marianne Schech manages to keep a 
fairly steady line as the mother and Horst 
Giinter, with a less remarkable voice than 
Josef Metternich, sings well and attractively 
as the father. In the Columbia issue the 
Sandman and Dew Fairy were both sung 
by Anny Felbermeyer, but here the latter 
role is given to a boy soprano. His singing 
is a little jerky but the experiment is, I 
think, justified. Elisabeth Lindermeier does 
well as the Sandman but the “sh’s” 


marked in the score should not have been 
omitted. Hansel and Gretel blend well in 
the exquisite ‘*‘ Prayer” duet and Rita 
Streich sings her “ tirelireli ” 
fully. 


solo delight- 
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That admirable artist Res Fischer is a 
much better witch than Columbia’s Else 
Schiirhof, really sings all of her part, 
instead of mouthing it, and is more sinister. 

It will be seen, therefore, that this new 
issue has very real merits although, on 
balance, I still prefer the Columbia because 
of the livelier orchestral part and because 
of the vocal acting of the two principals. 

A.R 


PUCCINI. Suor Angelica. 
Suor Angelica Rosanna Carteri (sop.) 
La Zia Principessa 
Miti’? Truccato Pace (mezzo-sop.) 
La Badessa 
Marta Solaro (mezzo-sop.) 
Suora Zelatrice 
- Amelita Minniti (mezzo-sop.) 
Maestra delle novizie 
Lia Ceri (mezzo-sop.) 
Suor Osmina Gilda Capozzi (sop.) 
Suor Genovieffa 
Wanda Strappo (sop.) 
Suof Dolcina § Carla Pozzi (sop.) 
Suor Infermiera Lita Donati (sop.) 
Orchestra Lirica and Coro di 
Milano of Radiotelevisione Italiana 
conducted by Fernando Previtali. 
Chorus Master: Roberto Benaglio. 
Cetra LPC50030 (12 in., 57s. 6d.). 

Gramophiles (horrid word!) who, like 
me, find endless interest in browsing in 
W.E.R.M. (a fascinating, tantalising and 
appallingly time-consuming occupation), 
may have noticed this recording listed in the 
first (1950-51) supplement, and, in the 
absence of any other complete version of the 
opera, have wondered if it were ever going 
to become available in this country. At 
long last here it is, arriving, too, at a time 
when Sadler’s Wells is staging all three 
operas of the Puccini triptych—so that some 
readers will now have had the opportunity 
of seeing an actual performance of Sister 
Angelica. It has never been a popular work, 
even among one-acters: its subject, its all- 
female cast (with a consequent lack of con- 
ventional romantic plot), its comparatively 
un-lush idiom, and the absence of extract- 
able vocal plums have all combined to 
relegate it to Puccini’s less-performed works. 
Yet, if one discounts a feeling of theatricality 
about the miraculous dénouement, the story is 
a simple and effective one, and there is a 
greater unity of musical thought in it than 
in many operas. 

In presenting the work in recorded form, 
one difficulty is to select voices which are 
sufficiently contrasted to allow the listener 
to follow who is singing ; and this problem 
has obviously been carefully considered in 
the present issue (save perhaps for some of 
the small-part characters at the beginning, 
who even on the stage are difficult to 
identify). The main burden of the work falls 
on the singer of the title role, and Rosanna 
Carteri gives a beautiful performance, with 
fresh, clear tone which is always steady, 
true intonation, and a complete absence of 
the “‘ hamming ” which can ruin this part. 
Miti’ Truccato Pace, a singer virtually 
unknown to the British gramophone public, 
makes a splendidly stern and inexorable 
Princess; and Wanda Strappo sounds 
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properly ingénue (if a bit shrill) as Suor 
Genovieffa. The other parts are adequately 
filled: the enunciation of the chorus is the 
one weak spot in an otherwise very credit- 
able performance. (Judging by the number 
of small noises, this was presumably a radio 
or television production—unless normal 
recording studio discipline was for some 
reason abandoned.) Though the recording 
must be seven years old at least, it is quite 
reasonably acceptable by modern standards 
—except for the surfaces, which are 
distressingly noisy. But at the moment we 
must put up with this (and with the high 
price) if we want Suor Angeliza complete. 
L.S. 


MOZART. Idomeneo. 
Idomeneo Richard Lewis (tenor) 
Idamante Léopold Simoneau (tenor). 


Ilia Sena Jurinac (sop.) 
Electra Lucille Udovick (sop.) 
Arbace James Milligan (bass-kar.) 
High Priest William McAlpine 
(tenor) 


Voice of Neptune Hervey Alan (bass). 
Glyndebourne Festival Orchestra 
and Chorus conducted by John 
Pritchard. Chorus Master: Peter 
Gellhorn. Produced by Carl Ebert. 
H.M.V. ALPI515-17 (three 12 in., 
125s. 14d.). 


I feel as enthusiastic over this recording of 
Idomeneo as P.H.-W. did over that of The 
Seraglio last month (Col. 33CX 1462-3). Our 
various reviews of Mozart opera record- 
ings have had to be qualified in many 
respects in the past, so that it is a great 
pleasure to be able to give almost un- 
qualified praise to these new ones in two 
successive months. 

John Pritchard seems to me to have made 
great strides in his art of late and the vital 
and sensitive playing he gets from the 
orchestra (an admirable ad hoc body) is in 
evidence from the impressive overture to 
the end of the wonderful score. I was par- 
ticularly struck by his handling of expressive 
passages in the accompanied recitatives and 
in the timing of rests: so often regarded as a 
mere interruption of the music instead of, 
paradoxical as it may seem, a part of it, and 
a part which can have so marked an effect. 
Admirable examples of both these things 
can be heard in Idomeneo’s recitative in 
Act 1 (after the apparition of Neptune) 
beginning “‘ O voi di Martee di Nettuno ” 
and preceded by a short orchestral phrase 
for ’cello and harpsichord, in the even more 
expressive passage before Idomeneo sings 
*‘ Tranquillo @ il mar’” (one feels the 
stillness of the calmed sea), and in the rest 
of two beats before the start of the aria 
**Vedromni intorno l’ombra_ dolente ”. 
These subtleties could be endangered if the 
singer was a less distinguished exponent of 
his part than Richard Lewis, but here, and 
throughout, he sings with great beauty and 
sensitivity of tone, giving true pathos to the 
character of the unhappy king. I have never 
heard Sena Jurinac in better voice on 
records and her three arias, particularly 
“‘ Zefiretti lusinghieri’”? in Act 3, are 
exquisitely sung, the high notes beautifully- 
poised, the phrasing exemplary. 
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Ilia, unlike Idamante, is a developing 
character and Albert makes a good point in 
saying that the four concertante wind instru- 
ments in the exquisite accompaniment of 
her aria “Se il padre perdei” express 
what she feels “‘more deeply and less 
clearly, in contrast with what she expresses 
in song”. Idamante’s arias, written for 
young and inexperienced castrato, are less 
interesting, but are very satisfyingly and 
stylishly sung by Léopold Simoneau, and 
he equals Mr. Lewis’s artistry in the 
expressive recitatives. The meeting of father 
and son and their gradual recognition of one 
another, with its terrible result (because of 
Idomeneo’s vow), is indescribably moving. 

I should add here that Mr. Lewis gives a 
fine performance of the great show-piece in 
Act 2, “‘Fuor del mar”, and produces 
some well turned trills in his last aria, 
*‘ Torna la pace ”’ (Act 3). 

Lucille Udovick has the right timbre of 
voice for the very difficult part of Electra, 
and plenty of temperament behind it, but 
her technique is not so finished as that of 
the other principals, and she is only just 
adequate in her great outburst, calling on 
the Furies (“‘ D’Oreste, d’Ajace’’) in the 
last act. But it is hard to think of a singer 
who has successfully accomplished this 
testing aria in all respects: in general, Miss 
Udovick does very well. 

The marvellous quartet “André ramingo 
e solo” is well balanced, as is Idomeneo’s 
moving prayer to Neptune, with the 
chorus of priests responding. William 
McAlpine is excellent as the High Priest, 
and Hervey Alan makes a great effect with 
the few phrases, preceded by trembone 
chords, given to the voice of Neptune. 

All the chorus singing is good, with the 
solo in the lovely ‘‘ Placido é il mar” well 
sung by an unnamed soprano, as is also the 
duet for two solo sopranos in the opening 
chorus. Care has been taken to make the 
far and near voices (the shipwrecked sailors 
and the people) effective in their chorus 
* Pieta’! Numi!”, but the thunder in 
the stormy portions of the score sounds a 
bit costive. Finally I must mention the 
truly lovely hushed playing of the March 
at Idomeneo’s entry with the priests in 
Act 3, which presages the high emotional 
tension of what follows. 

Much more could be written about this 
beautiful opera and this really grand and 
finely integrated performance, but, in 
conclusion, I must note that the sleeve 
carries Carl Ebert’s name as producer. 
His hand is undoubtedly to be felt in a most 
successful recording, in which it is clear 
everyone is thoroughly familiar with what 
they have to do. A.R. 





“ Divertimento ” 

The latest news of E.M.I. classical 
artists is now offered in a well-produced 
little quarterly booklet entitled, “‘ Diverti- 
mento”. The first issue, dated Autumn 
1957, is now available from Record 
Dealers, price 6d., or directly from E.M.I. 
Records Ltd., 8-11 Great Castle Street, 
London, W.1, price 8d. post free. 
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SMETANA. The Bartered Bride. _ 
Krusina Vekoslayv Yanko (bar.) 
Ludmila 


Bogdana Stritar (mezzo-sop.) 
Majyenka Vilma Bukovetz (sop. ) 
Micha Viladmir Dolnichar (bass) 
Hata Elza Carlovatz (mezzo-sop.) 


Vasek Yanez Lipushchek (tenor) 
Jenik Miro Brajnik (tenor) 
Kecal Latko Koroshetz (bass) 
Springer Slavko Shtrukel (tenor) 
Esmeralda Sonia Khochevar (sop.) 
Indian Mirko Chernigoj (tenor) 
Chorus and Orchestra of the 
Slovenian National Opera, 


Ljubljana conducted by Dimitri 
Gebré. Philips ABL3179-81 (three 
12 in., 125s. 3d.). 


Vogel (6/54) SLPV91-3 


The Supraphon recording of The Bartered 
Bride is available again, smoothly pressed 
now on good vinylite, protected in tough 
Czech polythene, but still encased in 
envelopes of such rigidity and strength that 
one almost needs to learn a special technique 
for extracting the records safely. I cannot 
recommend the set too strongly, and fear 
that the new Philips issue is quite eclipsed 
by it. 

This comes handsomely accompanied by 
a four-language libretto: Czech, and sing- 
ing versions in English (Joan Cross and 
Eric Crozier, as used at Sadler’s Wells), 
French and German. These four columns 
in themselves afford a little study in national 
characteristics: compare the difference in 
tone between: ‘* Do come, darling one! 
I will teach you all you need to know ”’, 
and “ L’amour, cher Monsieur, sera votre 
guide *’! Each translation amounts to an 
interpretation: the French one is splashed 
with extra little indications like angélique, 
or l’air fatal, or even elle prend un air tragique 
et fait palpiter son sein. The Yugoslav 
company from Ljubljana sings in Czech, 
but I feel that they too have cast a national 
gloss over Smetana’s music. 

At any rate, their Bartered Bride has far 
less life and character than the one from 
Prague. It is robust, strongly sung by good 
voices, for the most part (we know from the 
Love of Three Oranges recording what an 
accomplished company this is). But 
Smetana’s music seems to run in the blood- 
stream of the Czech performers, and direct 
comparison of any number reveals an 
extraordinary difference. An as example, 
take the swaying second section of 
Mayenka’s and Jenik’s duet in the first act, 
** Now in happiness and sorrow”. Miro 
Brajnik and Vilma Bukovetz merely sing it, 
rather well, to a pleasant accompaniment ; 
but in the Prague set all the orchestra 
seems to be alive. The clarinets’ sixths, 
dolce amoroso, share in the lovers’ content- 
ment; the second violin figure plays an 
alert and fascinating part. Ivo Zidek 
caresses his opening phrase (and incidentally 
gives full value to E flats which the Yugoslav 
tenor suggests rather than sings). 

The Ljubljana orchestra is rather dis- 
appointing all through, notably in the 
accompaniment to Kecal’s recital of Vasek’s 
diverse virtues, where its commentary is so 
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important. ‘This is partly the fault of a 
recording which, especially in the earlier 
sides, is not very clear and has poor 
** separation ”’, but largely the result simply 
of less idiomatic and pointful playing. ‘lhe 
Circus March, however, comes off extremely 
well. Bukovetz as Mayenka cannot rival 
Musilova ; nor Brajnik, as Jenik, despite 
free, pleasant tone, Zidek ; nor Koroshetz, 
as Kecal, Karel Kalas, for none of them 
puts nearly so much character and expres- 
sion into the singing as their Czech counter- 
parts. ‘The two mums are less well-tuned 
than they should be for us to enjoy the 
Sextet in security. . The two Ringmasters 
epitomize the difference between the 
performances: the Yugoslav performer 
merely delivers his music ; the Czech one 
has so highly personal and eccentric an 
utterance that, even without understanding 
a word of the language, we can enjoy the 
rich character-drawing. ‘The chorus has 
been recorded with too much resonance 
and a slight metallic edge. They do not 
sound bouncy, or really gay, in the opening 
scene. 

Boosey & Hawkes now stock the Artia 
full score of the opera, in a convenient size 
(10 in. by 8 in.), strongly bound, and costing 
88s. 6d. This can enormously increase our 
pleasure in listening, and deepen our 
affection for the masterpiece. The same 
firm has a vocal score, bound, at 42s. A.P. 


VERDI. Un Ballo in Maschera. 
Riccardo 
Giuseppe di Stefano (tenor) 
Renato Tito Gobbi (bar.) 
Amelia Maria Meneghini Callas 
(sop.) 
Ulrica Fedora Barbieri (mezzo-sop.) 


Oscar Eugenia Ratti (sop.) 
Silvano Ezio Giordano (bar.) 
Samuel Silvio Maionica (bass) 
Tom Nicola Zaccaria (bass) 


Un Giudice Renato Ercolani (tenor) 
Un Servo Renato Ercolani (tenor) 
Orchestra and Chorus of La Scala, 
Milan, conducted by Antonino Votto. 
Chorus Master: Norberto Mola. 
Columbia 33CX1472-4 (three 12 in., 
125s. 14d.). 

Toscanini (9/55) ALP1252-4 
Maghini (6/57) LPC1250 

This is very well recorded, with full rich 
orchestral tone and admirable clarity even 
in the biggest ensembles. Antonino Votto 
seems more at home here than he does in 
La Sonnambula. Much of the playing is 
spirited. Some of the tempi strike one as 
seeming slower than we are accustomed to, 
but find justification in the metronome 
markings of the score. (Toscanini’s tempi 
in this piece, for that matter, also seem 
slower than usual sometimes.) Here and 
there Votto fails us—in “Eri tu’”’, for 
example, where he doesn’t hold the tempo 
and return to the resolute forcefulness of 
the opening, after Gobbi’s expressive 
slowing-down for certain phrases. 

Callas brings all her dramatic power and 
imagination to the role of Amelia, but I find 
her tone monotonous. It is constantly 
plangent, and rather bitter. The dolent 
timbre is effective in ‘‘ Morrd, ma prima in 
grazia”’ (though the last note wobbles), 
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but there is no gentle tenderness, no floating 
beauty of sound, to afford contrast. She is 
very fine in the sotto voce warnings to 
Riccardo in the last scene. Barbieri is in 
good voice, but also monotonous, and 
undramatic. No one who was not following 
the words would realise at what point she 
suddenly refuses to read Riccardo’s fortune 
any further. Gobbi’s Renato is impressive, 
Eugenia Ratti is an elegantly minx-like 
Oscar (no cadenza in “‘ Saper vorreste ’’) ; 
Sam and Tom are good. 

Di Stefano, as Mr. Schonberg noted last 
June, finds the role of Riccardo very 
congenial, and though he is sometimes too 
loud, he is affecting in the big lyrical out- 
bursts, makes a striking effect by observing 
Verdi’s pp in the Barcarolla, and sings 
“ Escherzo od é follia ” with airy grace and 
well-managed laughter in the voice. He 
shows insensitivity by opening out on the 
last syllable, the F, of the swaying “* Non sal 
tu che se l’anima mia” in the love duet ; 
neither he nor Callas caresses the phrases of 
this section in the tender way that John 
Vickers and Amy Shuard do at Covent 
Garden, though the big climax at “‘ Ebben 

. si, t’'amo ”’ is very exciting. 

If Cetra prices ever drop back into line 
with those of other companies, I think the 
Cetra set could offer very serious competi- 
tion. (As it is, it already costs ten shillings 
less, being on two discs instead of three.) 
Tagliavini is a more stylish and elegant and 
interesting Riccardo than either Di Stefano 
or Peerce ; Valdengo is the most imagina- 
tive and lyrical of the three baritones 
(though his intonation is sometimes bother- 
some) ; and I think P. H.-W. was rather 
unchivalrous to Mary Curtis, the Cetra 
Amelia. In quite a few phrases, with her 
pure, well-supported stream of tone (rather 
like Eleanor Steber’s, both in sound and in 
the style in which she uses it), she actually 
gives me more pleasure than does Callas, 
Nelli, or Milanov in the one-dis¢ “ high- 
light” Ballo (which incidentally does not 
come from a complete recording). Nelli is 
also pure, but shows less character in her 
singing. One should, however, add a 
warning that Miss Curtis goes out of tune 
occasionally—though not disastrously, nor 
for long. My Cetra pressings evidently 
sound far better than P..H.-W.’s ; I would 
describe it as a fairly good recording. 

The Toscanini set for H.M.V. comes up 
with all the vigour and vitality that one 
always finds when going back to his 
recordings after listening to others. P. H.-W. 
praised it highly, and I think that, if 
I were allowed to take only one Ballo 
with me to my desert island, it would be 
Toscanini’s. But I don’t want to suggest 
that the new Columbia is less than a very 
enjoyable performance; whole-hearted 
Callas enthusiasts will no doubt head for it 
at once, and be delighted. 

Avery slight grumble at E.M.I.’s 
engineers for audible tape-joins, both here 
and in La Sonnambula (e.g. in ‘‘ Ah, che 
fulgor”; before the last phrase of Di 


Stefano’s ** Ma se m’é forza perderti ” 

and in the other opera, just before Callas’ ; 

“Tl cor soltanto ”). They are very slight. 
A.P. 
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VERDI. La Forza del Destino: Act 3, 
Scenes 1 and 2; Conclusion Act 4, 
Scene 1. Franco Corelli (tenor), 
Gian Giacomo Guelfi (baritone), 
Chorus and Orchestra of Turin 
Radio conducted by Arturo Basile. 
Cetra LPC55017 (12 in., 57s. 6d.). 


This disc was presumably made before 
Franco Corelli had achieved international 
fame, for he does not dwell unduly on his 
high notes or indulge in the “orgy of 
athletic bellowing” of which, as Pollione in 
Norma, he is accused by the Paris corres- 
pondent in the September number of Opera. 

In the recitative preceding the aria “O tu 
che in seno agli angeli”’ he is apt to squirm 
about but he settles down after that and 
often sings some lovely phrases that show 
his potentialities as an artist. I cannot get 
good reproduction on some of his high notes, 
which distort on my machine, but there is 
no question that this is a splendid voice 
and one can only hope that Corelli does 
not allow his sensational success to spoil 
him and ruin his voice. In the key passage 
of the duet “‘Solenne in quest’ora”’ he 
sings a soft high note, not too prolonged, 
that is not out of keeping, within operatic 
convention, with the state of an apparently 
dying man, and he rations his sobs. 

Guelfi is absolutely magnificent in ““Urna 
fatale del mio destin!” and both artists 
give us the authentic thrill in the wonderful 
duet from the Fourth Act. The recording is 
adequate, and lovers of Italian opera will 
find this an exciting disc.. A.R. 


VERDI. Otello: “ Era la notte ” and “ Si 
pel ciel”; Credo; ‘“‘Ora e per 
sempre addio”. Giuseppe Taddei 
(baritone), Carlo Guichandut 
(tenor), Symphony Orchestra of 
Radiotelevisione Italiana, Turin, 
conducted by Franco Capuana. Cetra 
EPO0336 (7 in., 21s.). 


These three extracts from an apparently 
complete recording of the second act taken 
(to judge by the hollow acoustic) from a 
stage performance (though, if there was an 
audience, it managed to keep preter- 
naturally silent) whet our appetite for more. 
For, although the recording and balance 
leave a. great deal to be desired—they are 
perhaps least satisfactory in the Credo, where 
at “‘ Vien dopo tanta irision la morte ”’ the 
singer is well off the mike, and in the 
following outburst in G flat we hear nothing 
but the brass triplets—there is a genuine 
atmosphere of a performance (as distinct from 
a studio recording) about it all, and the two 
artists here show a musicality which is 
unfortunately none too common. Taddei 
makes an admirable Iago, with finely graded 
tonal colorations, and Guichandut, whom I 
do not remember having heard on records 
before, is a tenor well worth noting, though 
he tends to tighten a little on his top notes. 
It is a pity that the disc surfaces are not 
quieter ; but I doubt whether they will put 
off enthusiasts for the best kind of Italian 
opera singing. L.S. 
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WAGNER. Lohengrin: Bridal Chorus. 
Tannhauser : Pilgrim’s Chorus. 
Chorus and Symphony Orchestra 
of the Bavarian Radio conducted by 
Fritz Lehmann. D.G.G. EPL30085 
(7 in., 16s. 84d.). 

Any artist will tell you that one of the 
trickiest things in the world is to perform a 
hackneyed work : the effort (supposing that 
it is made at all, of course) of seeing it 
afresh, getting rid of the accretions and 
associations which have collected on it like 
barnacles, can so easily lead to a self- 
consciously mannered or obtrusively neutral] 
interpretation. All credit, then, to Fritz 
Lehmann, who gives us most artistically 
shaped and refined performances of these 
two ultra-familiar choruses, which emerge 
from under his baton as spontaneous- 
sounding as if they were entirely new. The 
deliberate tempi, too, jerk our attention 
back from the usual facile readings to the 
authentic Wagnerian stage atmosphere. 
The chorus sings with firm, assured tone 
(though, if one is hypercritical, the male 
chorus of pilgrims isn’t dead true in its 
chording when unaccompanied) ; and the 
recording is altogether excellent. This little 
disc deserves, and I hope will find, a 


welcome. | S. 


AN EVENING AT THE LYRIC OPERA. 
Samson et Dalila (Saint-Saéns) : 
*““Mon coeur s’ouvre 4 ta voix” (a). 
Eugene Onegin (Tchaikovsky): 
Tatiana’s Letter Scene (6). Cavalleria 
Rusticana (Mascagni): “Voi lo 
sapete”’ (a). Le Nozze di Figaro 
(Mozart): ‘“* Voi che sapete”’ (a). 
Andrea Chénier (Giordano): 
**Nemico della patria” (c). Mefi- 
stofele (Boito): ‘‘ L’altra notte” (d). 
La Gioconda (Ponchielli) : “* L’amo 
come il fulgor”’ (a and 6). (a) Giu- 
lietta Simionata (mezzo-soprano), 
(6) Renata Tebaldi (soprano), (c) 
Ettore Bastianini (baritone), 
Orchestra of the Chicago Lyric 

conducted by Georg Solti. 
Decca LXT5326 (12 in., 39s. 11 4d.). 
This is a recording—applause and all, 

I fear—made during a Grand Opera 

Concert in the Chicago Opera House. 

Simionato is the chief performer, voluptuous 

in ‘* S’apre per te il mio cor ” (she sings it 

in Italian), attractively non-squally in 

“Voi lo sapete”, and agreeable though 

not particularly pointful in “ Voi che 

sapete”’. Tebaldi’s glorious tones hold 
an exciting note of passion in Tatiana’s 

Letter Scene (also done in Italian, by the 

way), and she lightens her voice quite 

successfully for Margherita’s exquisite, 
fragile lament—though the final flutter of 
coloratura is over-beefy. The “ anything 
you can do...” duet from Gioconda comes 
off well, though neither lady gives out the 
note of authentic malice that in the Cigna/ 

Elmo version sent the two voices skittering 

into a wild and uproarious tangle. I found 

Bastianini’s single contribution, the Andrea 

Chénier baritone monologue declaimed with 

fervour and splendid tone, the most 

impressive item of all. The recording is 

very good. A.P. 
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WAGNER. Lohengrin: “In fernem 
Land’: ‘* Mein lieber Schwan ”’. 
Wolfgang Windgassen (tenor), 
Radio Symphony Orchestra of 
Berlin conducted by Richard Kraus. 
D.G.G. EPL30261 (7 in., 16s. 8}d.). 

Windgassen again shows himself one of 
the more sensitive and sympathetic helden- 
tenors, never content merely to rant and 
bellow. His two big set-pieces in Lohengrin 

are sung with dignity and taste, and with a 

good sense of climax. In the Narration he 

takes a little time to warm up—his voice 
sounds a bit tired at first, though this may 
be the recording, which is less satisfactory 
than in the other extract. As interpretations, 

I prefer these to the recording of the same 

extracts by Rudolf Schock on H.M.V. 

7ER5031, though the latter have the 

dramatic advantage of going on in each 
case to the ensuing chorus (the Farewell, 

indeed, to the end of the opera). _L.S. 


POETRY AND DICTION ETC. 


CAMBRIDGE ANTHOLOGY OF 
ENGLISH PROSE. Malory to 
Donne 1485-1640: Burton to 


Johnson 1621-1781: Defoe to Burke 
1722-1790: Austen to Bronte 1816- 
1853: Dickens to Butler 1863-1903. 
Argo RG103-7 (five 12 in., £10.8s.64d.). 
(Originally recorded at Cambridge by 
members of the University under the 
direction of George Rylands, Fellow of 
King’s College. The Argo records were 
made from tapes supplied by the British 
Council. The extracts are published in 
book form by the Cambridge University 
Press, price 6s. paper bound or 12s. 6d. 
cloth bound. They are edited by 
Eirian James with a commentary). 

This “* pageant of prose ” requires a cast 
of experienced actors if it is to hold the 
attention for more than a few minutes. One 
feels that it has been done on the cheap: 
except done well, it is better not attempted. 
The *‘ members of the University ” never 
stood a chance of making such a difficult 
project a success. No doubt they know a 
great deal, academically, about the extracts 
they are reading: but they require more 
than that: they need the matured gifts of 
the actor to bring them to life. Their voices 
are so similar in pitch and style that it is 
painfully tedious to listen to more than one 
extract at a time—and the whole anthology 
must take about four hours! Wherever 
these tapes were played abroad, English 
prose must have suffered a loss of prestige. 
If they had been my introduction to English 
literature, the sight of an English classic 
would fill me with weariness. 

** The styles and rhythms of English can 
vary fully as much in prose as in poetry. 
This anthology is meant to enchant the 
listener with the best of English prose and 
to illustrate the ways in which each great 
writer has bent the language to his will.” 
So it says on the enticing record covers: 
and it would have been a noteworthy 
achievement to have fulfilled this intention. 
Unfortunately the readers have bent the 
language to their will: they have in fact 
completely flattened it out. The monotony 
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of tempo, the absence of variation in pitch, 
reduces all the styles and rhythms to those 
of contemporary Cambridge speech. ‘The 
studied elocution does make it easy to 
follow the words, but spirit and feeling are 
lost and so is “ meaning” in the fullest 
sense. Even argumentative prose must be 
read with something of the excitement of 
following the argument to its conclusion. 
But the extracts from Bacon and Sir ‘Thomas 
More are used as pretexts for the readers to 
show off their voices, as if they were being 
auditioned for Third Programme announcers. 

Each of these extracts requires casting 
like a character in a play. The wit of 
Meredith has something of the sophistication 
of University talk: so the extract from the 
*“* Egoist ”’ is read to some extent in harmony 
with the style. But the robust Elizabethans 
like Dekker and Donne require a different 
interpretation. In the chosen pieces they 
are morbidly and rhetorically revelling in 
the horror of death ; the readers make them 
sound like refined Civil Servants describing 
a visit to an abattoir. Vocal acting of the 
highest order is needed to recreate in sound 
the imaginative writing of the past: and 
a variety of voices is essential. Such a cast 
would be admittedly an expense. But these 
records have neither educational nor enter- 
tainment value—if, indeed, the one can 
exist without the other. To skimp the job 
renders a disservice to our past. 

Miss James’s selections are not to blame: 
they are typical of the best-known authors 
of their periods: anything more advent- 
urous would not have suited the object of 
the British Council. Each passage is as 
complete in itself as anyone is likely to find 
and usually has some dramatic quality. 
Miss James’s task was within her grasp and 


AOS LA 
ors 


The Anna Russell disc reviewed on this page was first issued in South Africa by The Gramophone Record Co. 











October, 1957 


she has accomplished it: the readers’ was 
beyond their accomplishments. 
ROBERT WALLER. 


(Robert Waller was Senior Talks Producer in 
the West Region of the B.B.C. until April of this 
year. He has published a novel and a book of 
poems. He is now working as a free lance.) 


ANNA RUSSELL IN DARKEST AFRICA. 
Hamletto (or Prosciuttino). Back- 
wards with the Folk Song. How 
to Enjoy Your Bagpipe. Anna 
Russell (comedienne). Philips BBL 
7174 (12 in., 37s. 6d.). Recorded at 
the Johannesburg Music Festival. 

This artist is described on the sleeve as 
‘* International Concert Comedienne, Sop- 
rano, Mezzo-Soprano, Tenor, Baritone, 
and Autriculatrix Extraordinary ”’, all of 
which she certainly is. The material, 
recorded at the Johannesburg Music 
Festival, consists of ‘‘ Hamletto, or Prosci- 
uttino (Russell-Verdi) ’, the point of the 
Italian word (made into a diminutive by 
the inventive Anna) being that it means 
“little ham ”’: “ Backwards with the Folk 
Song ”’, the items being “ A lily maid sat 
making moan’”’, ‘Old Mother Slipper 
Slopper ”’, “‘ Ricky-Ticky ”, ‘* I’m sittin’ in 
the bar all alone ” and “ Jolly old Sigmund 
Freud”: ‘* How to enjoy your bagpipe ” 
from the series ‘‘ Wind instruments I have 
known ”’, 

This last number is riotously funny and 
much the best thing on the disc. The artist 
is almost always better than her material, 
some of which—particularly in ““Hamletto”, 
is poor but all of which is rapturously 
received by an audience out to enjoy itself. 

The mixture of Italian-English (Padre- 
ghost, for example) is often amusing, but 


of Johannesburg, who recorded it before an audience of 2,000 people in the Witwatersrand University. The 
illustration shows Miss Russell posing for the cover photograph which accompanied the South African release. 
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MOZ 
“JUPITER - 


for just 6”! 





There’s no better value in the world of hi-fi! 
Using the new low-priced ‘Scotch Boy’ 111A 
Standard magnetic tape, and recording at 
3.75 i.p.s., you can make your own high quality 
recording of, say, Mozart’s ‘Jupiter’ Symphony, 
for only 6/-! 


BRITAIN’S LOWEST PRICED MAGNETIC TAPE 
‘Scotch Boy’ 111A Standard 1200 ft.—27/- 


850 ft.—22/- 
600 ft.—16/- 
200 ft.— 6/3 


AND A POLYESTER TAPE AT A P.V.C. PRICE 
‘Scotch Boy’ 150 Extra Play 1800 ft.—50/- 


1275 ft.—35/- 
900 ft.—28/- 
300 ft.— 9/6 


‘Scotch Boy’ tapes have always done the job 
better—and now recordists everywhere are 
rushing to take advantage of the unparalleled 
value for money that these mew low prices 
represent. 
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‘SCOTCH BOY’ does the job BETTER! 
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LOUDSPEAKER SYSTEM 


High Quahty—High Efficiency 


is now available for demonstration by any of the 





undermentioned retailers 


You are invited to compare the performance 
of the Westrex Acoustilens 20/80 with that of any 
loudspeaker to be found, anywhere— 

judging what you hear not so much as sound 
from a loudspeaker, but for its faithfulness to the 
original sound. 

The Westrex Acoustilens 20/80 can be pur- 
chased complete in Westrex cabinet as illustrated 
or as a “kit of parts” with specifications and 


drawings for alternative locally made cabinets of 





LONDON 
HARRODS LTD., Knightsbridge, S.W.1. 


RIMINGTON VAN WYCK LTD., 
42 Cranbourn Street, W.C.2. 


TELE-RADIO (1943) LTD., 
189 Edgware Road, W.2. 


WEBBS RADIO, 14 Soho Street, W.!. 


BATH 
C. MILSOM & SONS, North Gate. 


BIRMINGHAM 
GRIFFIN RADIO LTD., 
122 Bristol Street, 


HOLLICK & TAYLOR, 
16 Grosvenor Road, Handsworth. 


BOURNEMOUTH 
RONALDSONS OF SOUTHBOURNE 
205 Southbourne Road, Southbourne. 


BRIGHTON 
JOHN KING (FILMS) LTD., 
Film House, East Street. 








different designs. 
BRISTOL LIVERPOOL 
BRISTOL & WEST RECORDING BEAVER RADIO (L’POOL) LTD., 
SERVICE LTD., 60/62 Whitechapel. 
6 Park Row. 
CAMBR MANCHEST 


IDGE 
. P. REECE, | & 2 Peas Hill. 
CARDIFF 


CITY RADIO LTD., 2 Churchill Way. 


CROYDON 
CLASSIC ELECTRICAL CO. LTD., 
352/354 Lower Addiscombe Road. 


EDINBURGH 
JAMES SCOTT & CO. (E.E.) LTD., 
21/25 George IV Bridge. 


LASGOW 
JAMES SCOTT & CO. (E.E.) LTD., 
Finnieston Street, C.3. 


GUILDFORD 
SOUNDCRAFT, 5 Tunsgate. 


KINGSTON-ON-THAMES 
R. K. APPLEBY, 5 Crown Passage. 


EDS 
R. S. KITCHEN LTD. 
27/31 Queen Victoria Street. 


ER 
HIGH FIDELITY DEVELOPMENTS LTD., 
144 & 146 Oxford Road. 


RARE RECORDS LIMITED, 
4 Oxford Road Station Approach. 


NEWCASTLE-ON-TYNE 
PAYNE & HORNBY LTD., Gallowgate. 
NOTTINGHAM 
HENRY FARMER & CO. LTD., 
54 Long Row. 


ALEX OWEN LTD., 
51 Carrington Street. 


PLYMOUTH 
MOON & SONS (PIANOS) LTD., 
13/17 New George Street. 


SUNDERLAND 
ROSE BROS., 
5 Blandford Street, 


—————————— 





WESTREX CO. LTD., LIBERTY HOUSE, 





REGENT STREET, LONDON W.I 


TELEPHONE:  REGent 100! 


a xe 


t 


' 


* WILTS 


Yi 


Ao By 
LY Ly LA, LZ 
Yo SY 
Yo o 
EE: 
x Se wk 
z 


MAZZA 
tj 


LZ 


AUDIO 
PERFECTION 


series 


The GRAMOPHONE 


best” 


~ 
: 
= 
o 
O 
fees, 
2 
2 
= 
o 
oa 
° 
QO. 
E 
S 
ood 
1°) 
5 
° 
& 
= 
m 
cg 
E 
o 
3S 
‘a 
~ 
3 
: 
O 
< 


ards are maintained, strict inspection is applied at all stages of manufacture. 


‘The gauge illustrated above checks the concentricity of motor pulleys to an 
inspections carried out on components produced by the Garrard factory. 


accuracy of one ten-thousandth of an inch. This is only one of the many 
One more reason why Garrard units are the finest in the world. 


record playing equipment is essential, and to ensure that the high stand- 
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THE GARRARD ENGINEERING AND MANUFACTURING CO. LTD SWINDON 
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When we introduced the Goldring *‘500”’ Variable Reluctance Cartridge our claim for 


it was amodest one—simply that it was a very good high fidelity cartridge at a very reasonable price. Amateurs 
and experts throughout the world have described the ‘500’ in rather more glowing terms, and 
we have been happy to accept their judgment. But we have not been content to leave matters there. 
Development work has proceeded on a new cartridge—the first in Great Britain 
to be designed specifically around a diamond stylus. Full advantage has been taken of the technical 
superiority of the diamond and, in addition, its long playing life obviates 


the need for compromise between optimum mounting arrangements 











and extreme simplicity of stylus replacement. This new 
EERE cartridge—the ‘‘600”—will delight both the musically meticulous 
Se2 and the hi-fi “fanatic”. Our claims for it are 

: eee not this time so modest. The reception of the 


“*500” points clearly to the ‘*600”’ being 
The *‘600” is similar in shape 


and size to the latest version 
of the “500”. Replaceable styli 
—diamond for L.P. and 
sapphire for 78 r.p.m. 
Mu-metal shield. 
Specifications for both 


destined for world fame. 


cartridges are broadly the 
same but the “600” has a 
much-extended frequency  —-—-—_“Wiiprerantarenaain tar Neeecs neat. oecte..06's10, + eS 


response, the effective mass 


at stylus tip is reduced by 
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Rhapsody ... for a limited income 


We all know that musical tastes change. Whatever first aroused our interest 

be it Tchaikovsky, Rachmaninoff or Mozart, as time goes on our musical pleasures alter 

and widen. Grundig tape recorders allow for this. Whether it is for preserving 

the old love or recording the music of your latest phase, 

a Grundig gives you faithful reproduction and complete flexibility. P 
The Grundig TK.830 is a two-speed model, the upper speed of which is capable of 

recording and reproducing the full orchestral sweep with complete fidelity. 

Should you wish to add to your collection, say, ‘ Figaro’, where the human voice is the 

main interest, then the slower speed is superbly competent. This means that you can record 

the whole of ‘ Figaro’ on one tape. And save yourself several pounds. 


A tape recorder by 





provides the themes AND the variations 


Take your score from here... BY FILLING IN AND POSTING THIS COUPON 





_— — ) = 
GRUNDIG (Great Britain) LIMITED, Dept. G., 39/41 New Oxford St., London, W.C. | acti tae vo S= 
Please send me a copy of your illustrated booklet on the Grundig TK 830/3D excluding 3 _—— 
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(Electronics Division, Gas Purification & Chemical Co. Ltd.) 
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on any lines will be sent on request. 
Or see and hear all WB products at our 
London Office, 109 Kingsway, W.C.2, 


@ Other Stentorian products include TV and 
radio tables, TV and record storage cabinets, 
and extension speakers. Illustrated leaflets 


any Saturday between 9 a.m. and |2 noon..- 


WHITELEY ELECTRICAL RADIO CO. LTD - MANSFIELD - NOTTS 


High Fidelity TH 
at realistic 


sapele and six in polished walnut. 
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EY 


ERE’S REAL 
E APPEAL 


IN THESE 
Hi-Fi CABINETS 


And not only eye appeal but ear appeal, too. For each has been scientifically 
designed to give the best possible reproduction from a Stentorian 8” or 10” 
unit. Now at small cost you can buy a beautiful contemporary-styled cabinet 
in satin-striped sapele worthy of your amplifier. Three models available in 


The Stentorian Speaker range includes 


12 models with the patented cambric cone and two tweeter units. In 
addition, the famous W.B.12 High Fidelity Amplifier is now available with 
a choice of two control units, and the Stentorian VHF/FM Tuner is in ever 
increasing demand as its exciting and thrilling performance becomes known 


among hi-fi enthusiasts. 


*‘Prelude’’ Bass Reflex 
Corner Console. A 
most attractive cabinet 
for corner use, sturdily 
constructed to take 
every advantage of 
Stentorian 8” or 10’ 
units. Packed flat in car- 
ton, complete with 
screws. Size: 33” x21” x 

17”. £10.10.0. 


MODEL H.F. 1012 


10” Die-cast unit, 12,000 
gauss magnet. Fitted 
with cambric cone, and 
universal impedance 
speech coil providing 
instantaneous matching 
at 3, 7.5 and 15 ohms. 
Handling capacity, 10 
watts. Frequency re- 
sponse, 30 c.p.s.-14,000 
c.p.s. Bass resonance, 
35 c.p.s. 


(inc. P.T.) £4.19.9 









**Prelude’’ Bass Reflex Con- 
sole Cabinet will provide 
outstanding reproduction 
when used in conjunction with 
Stentorian 8” or 10” units; 
provision also for Tweeter 
Unit. Size: 33” x 19” x 194”. 
£11.11.0 


*‘Prelude”’ Hi Fi Console 
Cabinet designed to take 
any make of tape-deck or 
record player, amplifier, pre- 
amplifier control unit, and 
radio tuner. Size: 33” x 19” x 

193”, £13.13.0 
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there are too few real caricatures of Verdi’s 
style. The best is a Trie, cleverly done. 
One is inclined to react against gales of 
laughter after some quite commonplace 
jokes but then one cannot see the expressive 
Russell face and that is a deprivation. Her 
articulation and sense of timing are as good 
as ever. There aré some very entertaining 
moments in the Folk-song number and 
undoubtedly this is a disc Russell fans will 
lap up even though much of it is not of 
her best. A.R. 


HISTORICAL RECORDS 


BEETHOVEN. Piano Concertos: No. | 
in C major, Op. 15 (a) (COLH 1) ; 
No. 2 in B flat major, Op. 19 (6) 
(COLHS2); No. 3 in C minor, 
Op. 37 (c) (COLH 3). # Artur 
Schnabel (piano) with (a) London 
Symphony Orchestra conducted by 
Sir Malcolm Sargent (5 & c) Phil- 
harmonia Orchestra conducted by 
Issay Dobrowen. H.M.V. COLH 1, 
COLHS 2 (single sided), COLH3 
12 in., 41s. 84d. each, single sided 
12 in., 27s. 14d.). Recording dates: 
(a) March 23rd, 1932, (6) June 6th, 
1946, (c) May 30th & 3lst, 1947. 

These are the first three of the complete 
Schnabel Beethoven Piano Concertos which 
are to be issued. They are admirably 
presented, each in a stout cardboard 
container of plain and dignified design 
(what a relief, one realises, not to have, 
for once, the usual gaudy sleeve) and each 
with its own accompanying booklet. Each 
of these, besides a revealing photograph, 
gives precise details of the work and its 
first performance, of the origins of the 
present recording, an appropriate short 
article (for example, “‘ Concerts in Vienna, 
1741-1800 ”) and a very full analysis of 
the work: also a note on Schnabel himself. 
For all this there is no increase in price 
and H.M.V. deserve much credit for the 
way they have produced these great per- 
formances of the past. 

You will note that the recording of the 
First Concerto is of much earlier date than 
the others. It sounds like it but if the quality 
of the orchestral reproduction is no great 
shakes, the piano is remarkably good and 
that, after all, is what matters in an issue 
where the emphasis is on the pianist. 

The recording.and performance of the 
Second Concerto I thought the greatest 
all-round success and I would recommend 
this if you are thinking of buying only one 
of these records. Here is Schnabel’s 
greatness shown as much in the way he 
gets behind the music of the slow move- 
ment as in the scintillating brilliance of 
the finale, the exuberance with which he 
played all quick movements. 

This record of the Third Concerto was 
apparently never issued and it is tempting 
to guess why. It is certainly the least 
satisfactory of the present set, even though 
the piano tone is again excellent and much 
of the playing superb—but not all the play- 
ing. Was it for technical reasons that the 
issue was withheld? There is an insistent 
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click at the end of the first movement. There 
seems, too, to be some variability of recorded 
sound—though it is easy to imagine that 
when you know you are listening to a 
refurbished disc. These things apart, 
there is one bad join, the only one noticeable 
in all these three concertos: the slow 
movement has a bar—bar 37—that is 
considerably shortened. 

This one disc, then, is a little disappoint- 
ing. It is still of very great interest and the 
whole venture deserves the greatest support. 
These are performances by a really great 
artist which should indeed be readily 
available to all. T.H. 


HAYDN. Trio No. 1 in G major, Op. 73, 
No. 2 (a) 

SCHUBERT. Trio No. 1 in B flat major, 
Op. 99 (5). Alfred Cortot (piano), 
Jacques Thibaud (violin), Pablo 
Casals (’cello), H.M.V. COLH 12 
(12 in., 41s. 84d.). Recording dates: 
(a) June 20th, 1927, (6) July 6th, 1926. 

The Great Recordings of the Centuries series, 
which promises to be most exciting, has 
been well planned, on the evidence of the 
above disc. It is contained in a blue linen 
case (or some synthetic substance re- 
sembling linen) with a gold label giving the 
details and accompanied by a _ booklet 
containing not only notes on the works with 
musical illustrations, but also delightful 
contributions by Cortot and Casals. The 
latter says: “There was no sense of 
permanency in (our trio) as a chamber 
music ensemble. We were simply three 
friends who were ali very busy but felt, 
nevertheless, an urgent need to be together, 
and above all to make music together. We 
decided to form a trio and devote to it a 
few weeks every year”. Cortot writes at 
greater length and in the course of his 
moving account of “ three men all equally 
in love with their art and also united by 
the bonds of a brotherly affection ” vouches 
for the fact that “nothing was done by 
means of premeditated discipline to modify 
our playing ’’, at these times of meeting, 
‘and each of us retained the privileges of 
his individual conception of any given 
work ”’. Cortot pays tribute to the glorious 
career of Jacques Thibaud, who lost his life 
in an air crash in September, 1953. 

As I put the disc on my machine I 
wondered if the playing would sound as 
wonderful as I remembered it. It does 
indeed. The three artists swing buoyantly 
into the start of the Schubert Trio, their 
sharing of the second tune in the movement 
is as perfect as memory held it, the first 
recapitulation of the Rondo theme is as 
beautifully achieved—and a hundred other 
things. And so with the Haydn, in which 
the pianist has the lion’s share, but never 
takes advantage of it. The Rondo is 
marvellously played. The sheer love of 


- music making amongst friends could not be 


more convincingly demonstrated than on 
this disc. The transfers have been very 
skilfully done and surface noise eliminated. 
The violin tone is occasionally a little 
harsh, the piano rather distant and without 
the lustre later recording processes gave it ; 
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and though only a year separates the two 
recording dates the Haydn is much brighter 
and more forward in tone. There is no 
doubt as to the success of the undertaking 
and one rejoices in it. I look forward 
eagerly to hearing the other issues in this 
notable series. A.R. 


BACH. Brandenburg Concertos. No. | 
in F major ; No. 2 in F major ; No. 6 
in B flat (COLC 13). No. 3 inG 
major ; No. 4 in G major; No. 5 in 
D major (COLC 14.) Adolf Busch 
Chamber Orchestra conducted by 
Adolf Busch. Columbia COLC 13-14 
(12 in., 41s. 84d. each). Recording 
date: October, 1935. 


It is good to see that Columbia are 
issuing in England some of the records 
made in the series Les Gravures Illustres, an 
E.M.I. International venture which aims 
to bring within the LP collectors’ reach, 
some of the greatest performances on 78s. 
For those readers who treasure the sound 
of those old and hallowed Busch per- 
formances, or who remember their chamber 
concerts in pre-war London, these discs 
will be quite indispensable. 

One hears nowadays of complete cycles 
of Bach’s orchestral works being played in 
public concerts. But this would not have 
been possible had it not been for the solid 
pioneering work of Adolf Busch and his 
Chamber Orchestra, which included 
English, French and German _instru- 
mentalists. of the highest calibre. Busch, 
a pupil of Bram Eldering, was a violinist 
of the old school, and though his idiosyn- 
cratic scoops were out of date even a 
quarter of a century ago, and his position 
change could scarcely be compared to the 
sleek manumatic transmission of his younger 
contemporaries, his playing had a charm 
of its own, and apart from a sweet tone 
(never cloying) and a noble bow-arm he 
had real style—the kind of style that 
cannot now be found anywhere. It died 
with him, but the many who admire it 
can hear, almost as freshly as if recorded 
in the last five years, these splendid transfers 
made last year in Paris. The orchestral 
texture is remarkably clear, and the tempi 
(it need hardly be said) are all intelligently 
and sensitively musical. I warmly recom- 
mend these records. D. 


MUSIC FROM THE SYNAGOGUE. 
Licho Dodi (Sulzer); V’hogein 
Ba’adeinu (Lewandowsky) ; 
V’shomru (Linhard) ; Mo’oz Tsur 
(Trad.) ; Sh’ma Yisroeil (Sulzer) ; 
Adoshem Adoshem (Sulzer) ; Y’hi 
Rotson (Alter); Ya’aleh (Alter) ; 
Adon Olom (Sulzer). Cantor Israel 
Alter, with choir, and Paul Mania 
(organ). Conducted by Leo Kopf. 
Parlophone CPMCS5 (12 in., 41s. 84d.). 
Available to Special Order only. | 

Before the war there were many 
recordings of Synagogual Music available, 
but these have gradually disappeared from 
the catalogues. However, over the past few 
months, the position has improved slightly 
for some new recordings have been issued, 
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but the disc at present under review is 
even more welcome in that it assembles a 
number of the records made by Israel Alter 
at his prime in the mid-twenties. 

The era of the virtuoso Chazan (or 
Cantor) whose florid and extemporary 
rendering of the synagogue service brought 
comfort and spiritual satisfaction to his 
congregation is rapidly drawing to a close 
for the social conditions which nurtured 
this style of Chazanuth has, with the 
wholesale destruction of the Jewish com- 
munities in Europe during the last war, 
ceased to exist. The value of this record 
can be compared with the recently issued 
Golden Treasury of Immortal Performances 
in the field of opera, preserving for genera- 
tions yet to come the art and techniques of 
the great singers of the past. Having shown 
that it is possible to reissue such records, 
we now look to the gramophone companies 
to repeat the venture with the long deleted 
recordings by such renowned cantors as 
Sirota, Hershman, Rosenblatt, Kwartin 
and the Kusevitsky brothers. 

Considering the age of these recordings— 
they were made in 1926—the transcriptions 
have been remarkably well done and show 
to advantage the rich tenor voice of Cantor 
Israel] Alter. On this disc are presented 
nine items in the tradition of the synagogual 
music of Western Europe. As opposed to 
the freer and more ornate compositions 
from Eastern Europe, this style tends 
towards that of the Anthem, with a more 
stately and simpler vocal line. The 
originator of the form was Salomon Sulzer, 
Cantor in Vienna a hundred years ago, 
followed by Louis Lewandowsky in Berlin 
a few years later and their innovations still 
greatly influence modern synagogual music. 
Five of their compositions are included 
on this record and the two by Alter himself 
show that he also follows in the same path. 
The other two items are in the same style. 

The record sleeve contains a_ short 
biographical note on Alter, who at the age 
of 56 is at present cantor at the Great 
Synagogue in Johannesburg. An English 
translation of each piece is given and the 
page numbers helpfully added refer (al- 
though this is not mentioned) to the 
“‘ Singers ”” Authorised Daily Prayer Book. 

J. F. Roru. 


WINSTON CHURCHILL. I Can Hear 
It Now. Edited by Edward R. 
Murrow and Fred W. Friendly. 
Narrated by Edward R. Murrow. 
Authorised by the Rt. Hon. Sir 
Winston Churchill, K.G., O.M., C.H., 
F.R.S. Philips SPL100 (12 in., 41s. 9d.). 

The only reason I can imagine why the 

Editor sent me this record for review is that 

the room in which I listen to records was 

once Mr. Churchill’s study ! This may not 

be a very good reason but all the same I 

was delighted to have the opportunity of 

listening to this most fascinating anthology 
of extracts from speeches that range from 

1909, when Churchill was a Liberal—I 

wonder how that was preserved ?—to recent 

years. It is all admirably presented, not 
least because the amount of presentation, 
by Edward R. Murrow, is kept to a mini- 
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mum. The stage is left for the chief actor 
to speak for himself. And what evocative 
speaking it is ! 

There is so much here that brings back 
SO many memories to all of us who lived 
through the last war—almost every extract 
made me recall personal memories of the 
time I first heard it. How many remarkable 
passages we have forgotten, too. Do you 
remember the magnificent scorn heaped on 
Hitler (“that bloodthirsty guttersnipe ’’) 
and on Mussolini (‘that Italian jacka- 
napes ”’)and how it heartened us at the 
time ? The record never gets tedious, so 
wide is the range of style, so widespread are 
the places from which he spoke, the 
occasions of each speech. What chuckles 
some of his remarks raise, too. We all 
remember “some chicken, some neck ”’ 
but probably most will not know of the 
slogan Churchill coined for the election 
campaign of an American, Al Smith— 
** All for Al, and Al for All ’’. 

The record includes brief extracts of the 
voices of Chamberlain (from his 1940 
speech of resignation), Roosevelt (Pearl 
Harbour) and Eisenhower (D Day). The 
only pity is that the National Anthem, 
played in full after Churchill’s valediction 
to King George VI, was apparently 
recorded across the Atlantic, a horrible 
sound. It would have been so easy to have 
substituted for this issue a good recording 
and it would not have spoilt the authenticity 
of the occasion. T.H. 


(I might add that since writing the 
above I have played the record to two 
visitors who are too young to remember the 
speeches when they were made: one, 
indeed, had never heard Churchill’s voice. 
The impact on them was astonishing and 
the record moved them deeply, as it does 
me.—T.H.). 


CLASSICAL REISSUES 


Orchestral 


Haydn’s Symphony No. 93 in D major, 
missing altogether since its deletion from 
the Columbia catalogue, becomes available 
again in a valuable Philips reissue 
(NBL5037). It is backed with the Surprise 
Symphony, No. 94 in G; and both 
performances, by Beecham and the Royal 
Philharmonic, are in the very first class. 
Both recordings too, are good, though that 
of the Surprise is a little less full than that 
of the other symphony. Nevertheless, I 
would choose this version of the Surprise 
from all those at present on the market ; 
and the 93rd is indeed lucky that its solitary 
representation in the catalogues should be 
such a good one. 


It is irrational, but humanly under- 
standable, I think, that Furtwangler’s 
performance of Schubert’s Great C major 
Symphony should seem a far more attractive 
proposition (even leaving the question of 
cost aside) when laid out on two LP sides 
instead of three. This great conductor 
had the reputation of being slow, and there 
was something rather daunting in the 
prospect of three sides ahead. But, as M.M. 
remarked when reviewing the original 


issue (D.G.G. DGM18015-6, with Haydn’s 
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Symphony No. 88 in G on the fourth side; 
March, 1955), “‘ the leisureliness is one to be 
established by a stop-watch, not one to be 
consciously endured while listening—then 
the nobility prevails completely”. Well, 
this glorious performance has now been 
fitted within the bounds of a single disc, 
DGM18347, and has lost nothing in 
recording quality ; it still sounds superb, 
The only drawback is a break across the 
slow movement. The silent bar (250) no 
doubt seemed the obvious place to make a 
turn-over—but since this bar is a dramatic 
pause, which makes its point by delaying 
for just the right length of time the subse- 
quent soft entry, the place is not in effect 
happily chosen. 

Two Dvorak records have become avail- 
able again from Supraphon, a 10-inch 
coupling of the fine Othello Overture (the 
last panel of the Nature, Life and Love—or 
In Nature’s Realm, Carnival and Othello— 
triptych of overtures), and The Midday 
Witch, an alarming tale told in delightful 
music. This recommended disc, LPM22, 
is made by the Czech Philharmonic 
Orchestra under Vaclav Talich. Dvorak’s 
Piano Concerto, with the same orchestra 
and conductor and Frantisek Maxian as 
soloist, is not well enough recorded, even 
in this new issue, to have confident recome 
mendation, though it is a_ beautiful 
performance. Mr. Maxian uses Vilem 
Kurz’s revision of the solo part ; so does 
Firkusny in a (slightly abridged) 10-inch 
version for Philips—not too well recorded, 
though slightly better than the Supraphon 
(LPV70). T.H., in October 1956, surmised 
that Wihrer stuck to Dvorak’s original ; 
I have not heard this Vox disc, which 
is his first choice. Readers may be 
interested to obtain from Messrs. Boosey & 
Hawkes the new Artia miniature score of 
the Concerto, which prints both forms of 
the solo part on parallel staves. 

Philips have an attractive 45 of three 
Mozart Overtures with the Columbia 
Symphony Orchestra and Bruno Walter 
(ABE10013). Walter’s Zauberflote Overture 
would be my first choice now. Its quality 
shows especially in the contrast with 
another new 45 version, that of Fritz 
Lehmann with the Berlin Philharmonic 
(D.G.G. EPL30022). Walter brings grave 
majesty to the introduction, and accents 
the subsequent Allegro so that each new 
entry drives the music forwards on its way. 
Lehmann shows less sense of tension in the 
opening, and his Allegro sounds tame and 
undervitalised by comparison. Moreover, 
the pitch of the D.G.G. is not quite steady 
at the start. Walter offers on the other side 
the Cost and Schauspiel-direktor Overtures, 
in an excellent recording free of the pre- 
echoes which T.H. noted in the 12-inch 
edition. Lehmann’s coupling is the Don 
Giovanni Overture. The D.G.G. has a far 
more suitable cover-design, and also pro- 
vides an inner wrapping for the record. 

Decca have detached Massenet’s pretty 
Scénes Pittoresques from his even prettier 
Scénes Alsaciennes, and presented them on 4 
separate MP, LW5305 (Paris Conserva- 
toire Orchestra under Albert Wolff). The 
rest is standard fare, and can be listed 








